DOCUMFNT RF SUME

ED 023 352 24 HE 000 037

By -Phelps,Roger P.

Seminar in State Music Superwision. Final Report.

New York Univ. NY.

Spons Agency -Office of Education (DHEW), Washington,DC.Bureau of Research.

Bureau No-BR -7-8124

Pub Date Aug 67

Grant -OEG-1-7-078124 -2715

Note -149p.

EDRS Price MF -8075 HC -$755

Descriptors -Computer Assisted Instruction, Computer Programs, *Educational Improvement, *Higher Education,
sInstructional Improvement, Mass Media; *Music Education, State Departments of Education, Teacher
Certificates

[dentifiers - National Conference to Improve the Effectiveness of State Superwision of Music

Thirty-two states, plus Guam, were represented at the Seminar in State Music
Supervision, held Jan. 24 through 26 at New York University. Position papers were
presented on state arts councils movements, the relationship between state music
supervisors and chief state school officers, computer applications to music education,
and general factors of Title I of ESEA. Other papers dealt with the responsibiities of
state music supervisors, the changing patterns and concepts of certification, and the
effect of mass media on culture Reports on Title I and Title III ESEA music projects
were given. Discussions were held on (1) the manner in which changing philosophies of
state departments of education affect the responsiblities of their personnel, (2) the
increasing attention being paid to required secondary school music, and (3) the
advancement of computer science technology over the musician 5 present ability to use
it efficiently. Al of these factors are related to the dichotomy between the creative
artist and the teacher, the need for more state education department music
personnel, and the trend toward having music taught by specialists. (Author/CS)




ED0233%52

FINAL REPORT !}(X
Project No. 7-8124 /
Grant No. OEG-1-7-078124-2715

SEMINAR IN STATE MUSIC SUPERVISION

August, 1967

U.S. DEPARTMENT OF HEALTH, EDUCATION & WELFARE
OFFICE OF EDUCATION

THIS DOCUMENT HAS BEEN REPRODUCED EXACTLY AS RECEIVED FROM THE
PERSON OR ORGANIZATION ORIGINATING 1T. POINTS OF VIEW OR OPINIONS
STATED DO NOT NECESSARILY REPRESENT OFFICIAL OFFICE OF EDUCATION
POSITION OR POLICY.

U.S. DEPARTMENT OF
HEALTH, EDUCATION, AND WELFARE

Office of Educatioq
Bureau of Research

RSN L LY L B e e T e e G L e

e e o s ote




SEMINAR IN STATE MUSIC SUPERVISION

Project No. 7-8124
Grant No. 0EG-1-7-07812R-2715

Roger P. Fhelps

August, 1967

The research reported herein was performed pursuant to

e graent with the Office of Education, U.S. Department of
Health, Education, and Welfare. Contraectors underteking
such projects under Government sponsorship are encouraged
to express freely their professional judgment in the
conduct of the project. Points of view or opinions stated
do not, therefore, necessarily represent official Office of
Education position or policy.

New York University

New York, New York 10003




Chapter

I

II
III

VIiI
VIIX
IX

DEVELOPMENT, ORJANIZATION, AND IMPLEMENTATION

OF THE SEMiNAR

The Problem and Its Scope
Related Research ,
Objectives, . . .
Specific Issues , ,
Seminar Preparation
Results, . . . .
Structure, . . .

THE STATE ARTS COUNCILS MOVEMENT ,

(3

THE CHIEF CTATE SCHOOL OFFICER AND HIS RELATIONSHIP

TO THE STATE MUSIC SUPERVISOR , .,

ROLE AND SCOPE OF THE QOFFICE OF STATE MUSIC SUPERVISOR

Duties and Responsibilities. . .
Suggestions for Newly Appointed
State Supervisors of Musiec . .
Dissemination of Current Knowledge
of Music Teaching . . . . .
Certification . « ¢ ¢ « ¢ o

AUTOMATION AND THE MUSIC EDUCATOR .

Introducing Digital Computers . .
Computer Aids to Music Educators .

INTERIM REPORTS ON PROJECTS OF SIGNIFICANCE TO

STATE MUSIC SUPERVISORS . . . .

Title III Performing Arts Project for Puget Sound

Musical Ability Utilization. . .
The Juilliard Repertory Project .

RESEARCH AND THE U.S. OFFICE OF EDUCATION . .

CENERAL FACTORS OF TITLE I OF ESEA .

MASS MEDIA AND THEIR EFFECT ON CULTURE .

ii

g

ONO\NFwPP

=
o

22
31
31
37

49
62

62
73

83 ;
o1
100
105
110

120




Chapter
X SUMMARY, CONCLUSIONS, AND IMPLICATIONS, . . . . . . 129 ,
S"‘mary [ ] [ ] [ ] [ ] L] [ [ ] [ ] [ ] [ ] [ [ ] [ ] [ ] [ ] [ ] 129
Conclusions .« .« o« « o o o o o o o o o o 2133
Implications . .« . « ¢« « ¢ ¢ o o o o o e 135

L] L] L] ] L] ] L] 137
APPENDIX A: LIST OF SEMINAR PARTICIFPANTS., . . . . 139

BIBLIOGRAPHY . .

APPENDIX B: SEMINAR CONSULTANTS . . .« « « « .« o o143

iii




FIGURES

Figure

l Ohio Music Certification Programs , . . . .

2 Music Ccmpetencies Needed By All Beginning Teachers .
3 The Digital Computer . . . .« o =« =+ o o =
4 Date Representation . .« . « « o o o . o

5 Time Line « « « « o o o o e e e ee 0
6 fnalysis of Chords Sung By Choir . . . . - -

iv

Page

50

. 95
. 63

. Tl
- 17

e s o




ACKNOWLEDGEMENTS

Credit for the success of the Seminar in State Music
Supervision must go to each cousultant and to each
participent. Without the gracious assistance of

New York University and the U.S. Office of Education,
this project could not have become & reality.




CHAPTER ONE

DEVELOPMENT, ORGANIZATION, AND
TMPLEMENTATION OF THE SEMINAR

The Problem and Its Scope

With the passage in 1965 of Public Law 89-10, the Elementary
and Secondary Education Act, frequently abbreviated ESFEA, it was
possible under Title Vv for state departments of education to employ
additional personnel to strengthen the department. As a result of
this legislation several states for the first time either enployed
a person to coordinrate statewide musical activities or expanded the
already existing music section of a state department of education.

In August, 1965, at the time of the National Conference to
Improve the Effectiveness of State Supervision of Music, for which
this investigator served as Project Director, only twenty-three
state departments of education employed music personnel. In January,
1967, when the Seminar in State Music Supervision was held in New
York City, thirty-five states plus the Territory of Guam employed at
least one person to head up or assist in the supervision of musicel
activities in_ their respective states or territories. This figure
of thirty-sixl represents an increase of approximately 57 percent in
the seventeen months from August of 1965 to January of 1967. Looking
at other statistics, considering the fifty states plus the Canal Zone,
Guam, Puerto Rico, and the Virgin Islands, the twenty-three states
with state supervisors of music in August, 1965 represented only 43
percent of the total. By January, 1967 it had increased to 67 per-
cent. Just considering the fifty states, the respective percentages
are 46 for 1965 and TO for 196T.

This increased recognition of the need for effective leadership
in music at the state level, as just noted, constreined the Project
Director to find a means whereby the newly appointed personnel, as
well as those who had been in office for a longer period of time not
only could share problems and ideas and assist one another through
interaction, but also receive inspiration and stimulation from pro-
fessionals who were not state supervisors of music. A Seminar in
State Music Supervision seemed to be the most practical vehicle for
accomplishing these objectives.

lWhile this project was in progress, state supervisors of music were
sdded in Idsho and Maine to bring the total to thirty-eight.
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The provlem of this study was threefold: to assist the eighteen
music supervisory personnel in state departments of education who did
not attend the Washington Conference in 1955 to receive concrete sug-
gestions and assistance to enable thenm to function more effectively
in their positions; to enable the eighteen individuals who attended
the Washington Conference to become more intensely involved in such
continuing problems as certification; and to provide information
which would have import for state supervisors of music in the future,
such as ths application of digital computer techniques to music edu-
cation.

Although the position of state supervisor of music was first
instituted in Pennsylvania about sixty years ago, it only has been
during the last five years that eny significant increase in the
number of positions created and filled became apparent, as noted
earlier in this report. In his report, National Coaference to Im-
prove the Effectiveress of State Supervision of Music, this investi-
gator stated that sixteen of the twenty-three states that had a
state supervisor of music were situated east of the Mississippi
River.2 At the time of the New York Seminar in January, 1967 more
equitable distribution had been achieved between East and West, with

twenty~two and fourteen respectively being noted.

Related Research

Research studies, both doctoral and others, related to state
supervision of music are not numerous. These.items and others of
significance to the Seminar, may be found in the Bibliography.

Objectives

Tn the original proposal which was submitted for this Seminar,
eight objectives were listed. With minor modifications they remained
the same as initially proposed. The objectives were to: (1) Assist
new state supervisors of music to plan and organize effective state-
wide programs of music; (2) Determine precepts which will result in
more effective liaison between the state music supervisor, the tetate
education association, and the state arts councils; (3) Enable new
state supervisors of music to learn some of the techniques of su-
pervision which their more experienced peers already have found to
be successful; (4) Learn sbout the application of digital computer
techniques to music research and instruction; (5) Through the ex-
change of ideas, discover the most effective means to disseminate
current knowledge of teaching music; (6) Become acquainted with

2Roger P. Phelps, National Conference to Improve the Effectivensss of
State Supervision of Music. Cooperative Research Project 5-3287.
EDRS No. ED 010 L12. ~Cleveland, Chio: Bell and Howell Company,
January, 1966, ». 2.




guidelines which will assist state supervisors of music to more ef-
fectively evaluate proposals which are referred to them under Title
I of Public Law 89-10 /This read Title III in the original proposal,
but it seemed advisable at the time of the Seminar to emphasize
Title I. Interim reports on Title III projects in music, however,
were presentq§7; (7) Assist state supervisors of music to become
acquainted with the arts councils movement on local, state, and
national levels, =and; (8) Determine areas of need in state music
supervision as a basis for future research proposals.

Specific Issues

It was observed, both prior to and during the New York Seminar,
that states which have had leadership in the area cf music supervi-
sion usually have not had as many problems in curriculum, scheduling,
certification, and other areas as those where there has been no
spokesman for music in the state education department, Many of the
new appointees sensed an urgency in as quickly as possible acquiring
techniques and the "know how" to help them solve problems of immedi-
ate concern. Advice and counsel given freely by their more experi-
enced peers at a seminar seemed to be a way to benefit them in this
regard.

A relatively new concept, arts councils, has begun to be a sig-
nificant force in the cultural life of the United States at national,
state, and local levels. In some states the state supervisor of
music is expected to provide direct leadership in. this ares, while
in others he may function in a liaison cepacity between various
groups and agencies. With increased emphasis on arts councils an- .
ticipated for the future, the involvement of the state supervisor
of music in this movement in many instances may be expected to
increase.

The digital computer and other items of "educational hardware"
have begun to make a significant impact on educational thought and
practice in many disciplines, including music. The Institute for
Computer Research in the Humanities at New York University is an
example of this activity. Many exciting projects either have been
completed or currently are underway, suggesting that the use of the
digital computer can result in improved techniques of teaching, ad-
ministration, and evaluation in music. "Writings on the Use of
Computers in Music," which is included in the Bibliogrsphy, repre-
sents a rather impressive compilation of titles relating to compu-
terized music.

Not only is the state supervisor of music expected to be in-
volved in consultative services, supervision, or whatever his specif-
ic title may suggest, but he also frequently is the individual to
whom music educstors throughout the state look to keep them posted
on the latest materials, ideas, trends, research, and developments
in music. Such a responsibility could easily demand the complete
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energzies of oue person. The dilemma faced, then, by meny state su-
pervisors of music is how to effectively disseminate this current
knowledge and at the sume time undertake the other responsibilities

incumbent with this office.

The "music specialist” in the state education department is
the individual to whom those who have the final responsibility for
recommending whether a Title I or a Title III ESEA Proposal should
be funded or not frequently will turn. The degree of direct involve-~
ment with Title I and Title III project evaluations, of course,
varies from state to state. The general guidelines which have been
furnished frequently call for more specific interpretation on the
part of the state supervisor of music for proposals relating to
music.

By learning about research currently in prcgress, the state su-
pervisor of music will be in a better position not only to determine
what still needs to be done, but also to disseminate information to
those requesting it about what projects recently have been completed
or are in progress. Also, at a seminar such as this one, where
interaction plays such an important role, ideas which need to be
pursued further are a logical consequence.

Semingr Preparation

During the planning stage of the Seminar in State Music Super-
vision, the Project Director asked G. Lloyd Schultz, Chairmen of
the Nationsl Council of State Supervisors of Music, to indicate
vhich problems encountered by membters of his group were the most
likely ones for postulation, isclation, and investigation at &
three-day conference. To these were added items which seemed to
demand either a more intensive or continuing investigation as a
result of the 1965 Washington Conference. Subsequently, qualified
and highly regarded consultants were obtained to present position
pepers in these respective areas: John B. Hightower, Executive
Diicector of the New York State Council on the Arts: "The Arts Coun-
cils Movemeant;" William H. Fleharty, Deputy Commissioner or Edu=
cation for the State of Connecticut, Hertford: "Educational Adminise-
tration at the State level;" George W. Logemenn, Coordinator of
Computer Sciences, and Jan P. LaRue, Research Consultant, for the
Institute for Computer Research in the Humenities &t New York Univer-
sity: "Automation and Digital Computers;" Joseph Hendrick, Regional
Assistant to the U.S. Commissioner of Education, New York City:
"mitle I of ESEA;" and Ernest Van Den Heag, Lecturer at the New
School of Social Research, New York City: "Mass Media and Their Im-
pact on Culture.” Because of illness Dr. Ven Den Haag regretfully
found it necessary at the last minute to withdraw from the progrem.

In addition, these state supervisors of music consented to

assist: Marjorie M. Coakiey (Ohio), G. Lloyd Schultz (Wisconsin),
James Sjolund (Weshington), and Raymond Thigpen (South Carolina),
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thus giving fairly widespread geographicel representation. The New
York City Board of Education was represented by Benjamin Chancy,
Louise Kirschner, and Mertin Clanoff, while Arnold Fish discussed
the Juilliard Repeitory Project. Harold W. Arberg, from the U.S.
Office of Education, also participated.

Invitations to attend the New York Scmiier were issued by the
Project Director to the thirty-four states which had a state su-
pervisor of music at that time, with travel and per diem allowances
subsidized by project funds. The same invitation was extended to
two states which had a supeirvisor of arts and humanities. The Ter-
ritory of Guam also was represented, at no expense to the project.
Additional representatives were present from Alabama, New York, Penne
sylvania, and South Carolina, at no expense to the project. Also at-
tending without subsidy from the project were representatives from
the Music Educators Netional Conference and from New York University.3
In all, a total of fifty perticipants attended, exclusive of consult-
ants.

A personal letter was sent by the Project Director to the chief
state school officer of each of the fourteen states which did not
employ a state supervisor of music at the time of the New York Semi-
nar, inviting them to send a delegate at their expense. None were :
able to attend, however, although two states expressed enough iuter-
est in the project to request additional information about creating
the office of state supervisor of music.

New York University, ir addition to providing the site and fa-
cilities for the Seminar, served as fiscal end sponsoring agent for
the project. An office for the Project Director, as well as cleri-
cal, mailing and other assistance, also were given by New York Univer-
sity.

Prior to the Seminar, the Project Director reserved meeting
rooms, obtained nearby housing for pariicipants, and prepared an
envelope for each rerson attending, which included an identification
badge, position papers, expense vouchers end instructions fcr pre-
paring them for those eligible for reimbursement, a Seminar progrem, ;
and other itzms. DLetalled information was sent by the Project Di- !
rector to all participants prior to their arrival, through a series
; of three memoranda. Included in the mailings were tax exemption
z certificates for transportation and housing; a mep locating New York
University's Loeb Student Center in relation to the Fifth Avenue
Hotel, where participants were housed at & special rate; and a set
; of instructions indicating how the Fifth Avenue Hotel could be
3 reached most easily by various modes of transportation.

3

Seminar participants are irecorded in Appendix A. Consultants are
listed in Appendix B.
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Comments by each of the consultants and the interaction of the
Seminar participants were preserved on magnetic tape. Other items
of audio-visual equipment utilized during the Seminar were: public
address system, opaque projector, film sirip projector, and three-
speed record player. The position pepers, plus the remarks recorded
on tape, have served as the basis for the report which follows in
subsequent chepters.

Results

Because of the nature of this type of project, the resuits ob-
teined largely consist of satisiactory answers which individuals
received to the questions which they asked. The remarks made by
consultants, moderators, and participants also provided tangible
solutions to the problems of some individuals. In many instances,
however, since no overt attempt was made to ferret out this inform-
ation, no objective measure exists to determine precisely how many
and wvhat specific questions were answered in this manner. The
results, then, are evident in each chepter throughout this study.

Structure

Because of the availability of necessary meeting rooms and
equipment, and e:cellent dining facilities within the building, the
Loeb Student Center at New York University proved to be a most pro-
pitious site for the Seminar. The Seminar was structured as follows:

PROGRAM

Tuesday, Januery 2k, 1967

1:00-1:15 p.m. Registration Washington
Square Room

1:15-2:00 p.m. Opening Session - Introductory Remarks Washington
Square Room

Roger P. Phelps, Seminar Director

Daniel E. Griffiths, Dean
School of Educetion, New York University

Gordon N. Pinkham, Assistant Director
Office of Research Services, New York University

Paul Van Bodegraven, Chairmen _
Department of Music Education, New York University;
Vice President, Music Educators National Conference

Joseph J. Azzarelli, Director
Educational Research Services, New York University

Gene Morlan, Associate Executive Secretary
Music Educators National Conference

6
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2 300-2 :ls Pomo
2:15~3:45 p.m.

3:&5",'" :00 Pl
h:00-5:30 pomo

5 :30"7:30 Pomo
T:30-9:00 p.m,

6:00-10:30 a.m.

10:30-10:45 a.m.

10 :""5 8elle~
12:00 noon

12:00 noon~-
12 :hs Pe

Harold W. Arberg, Music Speclalist
Arts and Humenities Branch
U.S. Offic: of Education

G. Lloyd Schultz, Chairman
National Council of State Supervisors of Music;
Wisconsin State Supervisor of Music

Howard S. Conant, Head
Division of Creative Arts, New York University

Break

408

"The State Arts Council Movement"

John B. Hightower, Executive Director
New Ycrk State Council on the Arts

Joseph G. Seetvelt, presiding
Break

"Insight Into Some Common Problems Faced
by State Music Supervisors"”

G. lloyd Schultz, presiding

Dinner

" 'How To' Suggestions for Newly Appointed 4o8

State Music Supervisors"
G. Lloyd Schultz, presiding

Wednesday, Jenuary 25, 1967

"More Effective Dissemination of Current
Knowledge of Music Teaching"

Reymond O. Thigpen, presiding

Washington
Square Room

Break

"The Chief State School Officer and His
Relationship to the State Music
Supervisor"

William H. Flaharty, Deputy Commissioner
of Educaticn, State of Connecticut, Hartford

Washingtoh
Square Room

Lunch Washington

Square Room




12:45-1:00 p.m.
1:00-2:00 p.nm.

2:00-2:15 p.n.
2:15-3:30 p.m.

3:30-3:45 p.m.
3:45-5:30 p.m.

5:30-T:30 p.m.
T:30-9:00 p.m.

Break
"Certification and Improving the Washington
Competency of Music Teachers" Square Room

Marjorie Malone Coalley
Music Education Consultant
State of Ohio, Columbus

Break
"Automation: Processes and Research’ 510

Georgze W. Logemenn, Coordinator of
Computer Sciences, Institute for Computer
Research in the Humanities, New York University

"Ongoing Research in Music Utilizing the
Digital Computer”

Jan P. LaRue, Research Consultant
Institute for Computer Research in the Humanities,
New York University :

Break

"The Title III Performing Arts Project 510
for Puget Sound"

Jack Kukulk, ProJect Supervisor
Seattle, Washington

"Musical Ability Utilization'

Benjamin S. Chancy, Director of Music

Martin Olenoff, Project Research Director

Louise C. Kirschner, Music Research and
Curriculum Specialist

New York City Board of Education
James Sjolund, presiding
Dinner

Council of State Supervisors of Music 510
G. Lloyd Schultz, presiding
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Thursday, January 26, 1967

0:00-9:45 a.m. "Research and the U.S. Office of Washington
Education" Square Room

Harold W. Arberg, Music Specialist
U.S. Office of Education
9:45-10:15 a.m. "The Juilliard Repertory Project" Washington

Arnold Fish, Juilliard School of Music Square Room
New York City

10:15-10:30 a.m. Break

10:30-11:45 a.m. "General Factors of Title I of ESEA" Washington

Joseph Hendrick, Regionsl Assistant Square Room
to U.S. Commissioner of Education,
New York City

12:30 p.m. Square Room . B

12:30-1:00 p.me Break
1:00-2:00 p.m. "Mass Media and Their Effect on Culture” Washington

Roger P. Fhelps, Seminar Director Square Room 4
2:00-2:15 p.m. Break ]
; 2:15-3:15 p.m. Summary, Evaluation, and Concluding Remarks 510

Seminar Director

3:15 p.m. Adjcurument of Seminar




CHAPTER TWO

THE STATE ARTS COUNCILS MOVEMENT

The decade of the 1960's has witnessed a phenomenon unperalleled
in the history of the arts in the United States, commonly referred to
as the rise of the arts councils on netional, state, and local levels.
Under this program it is now possible for even the smallest community
to enjoy the advantages of the best performances in the arts. This
program, although generally on a more sophisticated and higher level
culturally, reminds one of the old Chautauqua progrems which were so
popular in this country in the early years of this century.

In his introductory remarks, Joseph G. Saetveit set the stege
for the comments by John B. Hightower which followed. Seetveit noted
that an attempt to inaugurate a state arts council in New York State
was begun as early as 194k, However, it was not until 1960 that the
state legislature passed Senator McNeil Mitchell's bill establishing
the New York State Council on the Arts and providing an appropriation
for it. He quoted a request from Governor Rockefeller, who stated that
"the goal of the Council on the Arts is to be the policy of the state,
to join with private patrons and with institutions and professional
organizations concerned with the arts to insure that the role of the
arts in the 1ife of our communities will continue to grow, and will
play an even more significant part in the welfare and educational
experiences of our citizens, and in maintaining the paramount position
of this state in the nation and in the world as a cultural center."
These comments were most appropriate because New York State was the
first to authorize and provide a subsidy for a state council on the
arts, a pattern vhich has now encompassed all fifty states.

In continuing, Saetveit read a more recent statement, this one
by James E. Allen, Jr., President of the State University of New York:
"We are a young nstion with our cultural tradition still incompletely
identified and shaped. Our passion for democracy is not inimicable to
a corresponding passion for excellence. We should not accept passively
the theory that presenting the arts to the many inevitably causes the
former to be debased. Our task is rather the slower, more tortuous one
of encompassing the population in our efforts to instill a desire for
the best. Just as we have done before what the world considered impos-
sible or rashly conceived, so once more, and in still another way, can
we demonstrate our peculiar bent for strengthening the sinews of democ-
racy. The New York State Council on the Arts has already enriched our
past. It is even more essential to the enrichment of our future."

John B. Hightower, who has been Executive Director of the New York
State Council on the Arts since 1964, then presented a position paper
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entitled "The State Arts Councils Movement.' His remarks follow:

There are fifty states which now have erts councils. For a
long time Mississippi was a holdout, but within the last six mounths
an arts council was established there by en executive order, so
now all states are eligivle to receive some matching funds, or
at least study grents, from the National Council on the Arts.

In fact, all of the possessions have arts councils--Samoa, the
Virgin Islands, and Puerto Rico. Guem does not, and the reason
for it is rather entertaining. The dey the application arrived

on the desk of the administrator who was to f£ill it out and forward
it to Washington, a hurricane blew down the building and took

the application with it. They were very remiss when trey finally
picked up the pieces several months later, and indicated that next
year they promised to get their application in on time, but they
were certain the Council would understand the sonewhet critical
circumstances of this year's application.

It's been a dramatic and unprecedented activity at the state
level. I think I'm correct in saying that few federal programs
have met with such conclusive acceptance at the state level.
Roger Stevens and Charles Mark are fond of saying that the arts
are so desparately in need of financial help that they will go
to any extreme to get a little money. It doesn't involve too
much. Most of the initial planning grants are no mcre than
$25,000 and these do not necessarily have to be matched at the
state level. But in order to qualify for the next category,
which is $50,000 in matching federal funds, a state legislature,
or at least some source within the state, must match that amount
of money. In meny ways the experiences of the New York State
Council are typical, but I can‘t get anybody to believe they are,
since our current budget is $1,500,000 and most of the states are
worryinz about how to match that $50,000 grant from the federal
govermment. So I'm seldom convincing ebout drawing parallels
betwezen New York's experience and what meny of the states are
going through now. But I think enough principles have been es-
tablished and set forth that can at least be adapted to individu-
al and unique situations vhich are found in different geographical
locations throughout the country.

Governcr Rockefeller has been a very important lobbyist and
he is very well placed in Albany. He has a permanent residence
up there and he does his job as our lobbyist very effectively.
Each year our budget seems to increase. Of course, his personal
cormitment to the establishment of the State Arts Council in 1960
really is what tipped the scales, although I have been told by
some of the legislators that the then Senate Mejority Leader
Mahoney had to sort of "chuckle" it through the committees that
were investigating it.
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Things have changed in Albany almost to an extent I don't
think eny of us could have predicted five years ago. The prob-
lem now is not so much one of defending the Council's programs
and policies against political attaci: but rather of trying to
guide the impressive, almost startling amount oi legislation in
this current legislative session vhich in some way affects the
arts. The pendulum has swvung back awe;” from suspicion of the
arts to accepting the arts and supporting them because it's
politically pslatable to do so. In a funny way that brings with
it as many concerns as being able to defend against political
attack some procedures which could severely inhibit the freedom
oi the Arts Council or the Education Department to develop care-
fully constructed programs. To give you a specific example, a
theatre festival in upstate New York was suggested by a local
assemblywomen. The State Arts Council was proposed as the ad-
ninistrative agency of the state government through which state
funds should be chenncled to construct this theatre facility. I
got a call ebout the bill when it was on the flocr of the Assem-
bly and a legislative aid informed me that he thought T would be
interested to know that this bill was coming up before the Assem-
bly for a vote that day which would add about $2,500,000 to my
budget, specifically designated for one particular theatre in
upstate New York. I told him: "That's very interesting. If the
Governor asks me for my opinion I'm afraid I'm going to have to
tell him to veto it, which will be a little emberrassing for ell
of us, won't it!" He was startled at that. Had it been passed,
the State Arts Council would heve been placed in the position
of providing capital funds, something we do not do now nor want
to in the future. It also would have singled out one particular
Performing arts group in the state as the benefactor of the State
Arts Council's programs, eliminating a great many others in the
process. It was a precedent I didn't want to have set, so the
bill is being resubmitted, and the funds are more properly being t
channeled, if the bill passes, through the Parks Department.

To get back to the chronology of the New York State Arts
Council, the Governor appoints the fifteen-member Council, which
has been a group of fifteen individuals who are studiously
non-political. They have been picked because they have a deep, z
strong, personal cormitment to the arts. Of the fifteen members,
I was surprised the other day to find out that only two are Repub- i
licans, and no members of the fifteen-member staff are Republicans. L
I've got to give the Governor credit for this because his leader- 5
ship has been extremely strong in this regard and he has thought 3
in terms of the arts first and politics second. The persons who
serve on the Council are a remarkable collection of individuals. 3
They are expansive, concerned, whimsical, and not too serious, 3
and a great delight to work with. .3

The mission of the Council has been primarily to expand the
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audience in the state and to provide support and advice, but not
subsidy--the dirty word of govermment. It reminds me of appesar-
inz before the Serate hearings on establishing the National Coun-
cil on the Arts end Humanities. I was not a hostile witness and
Senator Javits was trying to be kind, end he said: “Tell me,
John, what's the Council's subvention in its various programs? "

I thought to myself subvention, subvention--this isn't the House
Un-American Affairs Committee! Then he said: "In other words,
how much support does the Council provide to the amount of pri-
vate support?"” I breathed a sigh of relief and said four %o

one! What happens in the principal program of the Council, which
is a professional touring program, is that the great concentration
of topnotch world-renowmed performing groups that ere here in New
York City are given the opnortunity to perform throughout the
state--orgenizations like the New York City Opera, the Metropoli=-
ten National Compary, the New York Philharmonlc, the New York Pro
Musica, the New York Woodwind Quintet, the APA Phoenix Repertory
Theatre, and so on. The Council with its support manages to
stimulate or provoke about three to four dollars for every dollar
in state funds. To quote some dreary, but significant statistics,
in the first year of the Council's progrem we paid to have four
groups present ninety performances in forty different locations
at a cost to the Council, or the state, of $330,000. Last year,
for approximately $185,000 in state funds, some 255 performances
took place in about 110 different communities. So you can see
that the amount of state support has dropped end the number of
performances it has made possible has increased, which is rather
rare for government programs.

In addition to expanding the audience for the arts, we're
concerned with providing the professional artist more opportu-
nities to perform and displaey his work. That becomes fairly
critical. There are a number of programs, and any of you are
entirely welcome to cbtain any information we have from our
office at 250 West 57th Street, New York, N.Y. 10019.

There is the touring program of professional performances
which provides polished, full-staged performances throughout the
state. In addition to that, and as a complement to it, there are
what we call educational presentations--sort of instructional
sessions on the dance, orera, theatre, music, open rehearsals,
workshops, lecture-demonstrations, and mester classes vhere ap-
propriste. The educaticnel presentations work in a variety of
ways. They not only teke place within school situations but are
also available to adult groups to provide an introduction to the
more fully-staged, polished productions. Sometimes it's a very
good device to use--you as educators know this--to introduce
audiences to what's going on. I think it might be a little upset-
ting in Olean, New York,to have as the first professional theatre
performence that's played Olean in twenty-five years, a performance
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of LeRoi Jones' The Tollet, But there is a fairly graceful way
of introducing sudiences to what Joaes is trying to do with the
perticuvlar verbcl materials at his command--if commend is a
proper word to use.

Also, jJust recently established is a poetry program which
essentielly does the same thing. There is a steggering list of
some sixty-six poets who are available for touring throughout
the state, and the State Arts Council will pay part of the fee.
We asked seventy-two poets if they would be willing to be a part
of tkhis end figured we'd get responses from ebout thirty-five of
them., It turned out that sixty-six accepted, which was a littie
beyond our anticipations. But it is a wonderfully exciting list,
renging from Marianne Mocre to Allen Gimsberg with just sbout
everything in between. In fact, Richard Wilbur was asked if he
would join this program and read throughout the state. He sald
"yes," "but I'm terribly sorry,"--we had suggested a fairly
nominal fee of $200 for a reading--"my usual fee is $700:"
Marienne Moore wrote: "I don't know why anybody would want me,
but I think $200 would be lovely!"

We also have special areas, but I'm ignoring the visual
areas today. They are, however, vastly important in what we do.
For example, we have travelling exhibitions which also cover
quite a variety of ground-~how to look at a painting, even
eiements of nineteenth century hardware. and the paper on the
wall, anything-which attempts to expand the visual awaremess of
audiences, be they children or adults. A number of these are
concerned with the preservation of the best architecture of the
past. Not only that, but trying to figure out some way to improve
the plight of contemporary architecture of distinction. Among
the special projects, we've provided a grant with National Coune-
cil funds to the Eastman School of Music to see what happens when
the Suzuki method of string instruction is established ia an
American school system. In this instance it's Rochester, and
Suzuk! has made several trips to the United States to work with
the children in the Rochester schools. The results have been
very successful and we hope that there will be instructors trained
in the Suzuki method of string instruction as a result of that
project. We've also attempted to unravel some of the languege of
the Title III requirements end also to guide by the hands the arts
orgenizations in the state, telling them how they cen take adven-
tage of what suddenly everybody woke up to find one day was a much
bigger bushel basket full of dollar bills than the National Council

on the Arts would ever hope to be. That has been e fairly important

and somevwhat typical role for a state arts council to play. With
our interest in the arts first and education second, it's at least
good to have an agency of government that thinks in those terms
and it's been usetul to arts organizations throughout the sgtate in
relationship to Title III funds and putting together Title III
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proposals that make sense.

We have also a program of technical assistance which has
been a real sleeper in the Council's greatness--essentially
putting professionals in all phases of the arts, everything
from personal relations to Board of Directors, how to set
up & non-profit corporation legally, how to sell tickets at the
box office, how to conserve the floor of & valuable eighteenth
century tuilding. We even got one delicate request-~how to tell
a Board of Directors what their responsibilities are. We didn't
dodge it. It worked out much more gracefully than I ever expect-
ed.

Some of the attitudes of the Council's operation have been
important. From the very beginning we felt that the Council--
the Governor really was very adament in this--that the Council
should be a separate entity of state government from the State
Education Department. There should be ~onstant cooperation be-
tween them, but he felt that because the Education Department
was principally concerned with education, that the arts opera-
tions, the concerns of the Arts Council, would get a low priority
in the defense of its budget, or whatever concern it might have,
if it were put into the structure of the State Education Depart- |
ment, vhich is an enormous department in New York. I might say :
that when I announced last year that the State Arts Council
budget in New York was $l,505,h50 at a conference of state arts
councils, everybody ‘oched" and "ehed." I was standing next to
the deputy director of the state budget and he said: "Remind
them it's only one-rTiftieth of one percent of the total annusal
budget of the state,'" which tends to put things back into per-
spective.

We've been studiously anti-bureaucratic. There are two ways
in which we‘ve tried to bring this about. The first is any time
there is an administrative requirement which a new program or a
new area imposes, say a project in films which was underway this
past year, or the cne in poetry, we've tried to find & profession=-
al crganization to handle the administration of the program for us. g
In the case of the poetry program it's been the Poetry Center of 5
the YM-YWHA. We have a Young Artists Program, essentielly a
chance to have young musicians perform with community orchestras : !
throughout the state. We establish the details and the mechanics §
of it. It's being administered by the American Symphony Orchestra T
league of Vienna, Virginia, just outside of Washington. A film
project is underway and we'll be working closely with film
societies on that. The reason for this is two-fold. Wherever
we have a chance to use an established professional organization
to make an artistic decision, to g=t govermnment off the hook of
deciding what is good and bad art, we'll do it. There's great
merit to this. The chances to be arbitrary in the selection of
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individual art or individual artists to receive grants is compele-
ling and terribly difficult. I think the National Council hes
done a remarkable job in the selection of grants for the artists
that they chose recently.

More end more a&s programs develop end are polished and
working smoothly on their own, we will try to divest ourselves
of them. I'm thinking in particular of this educational presen-
tations program. We've already made overtures to the State Edu-
cation Department to some dey eventually take that over. This is
a fairly practical consideration. It's possible for that one
single program of the Council to blossom so dramatically that we.
Just couldn't afford to keep up with it. If all the schools in
the state were to receive support for the variety of educational
presentations that are offered, we could probably spend six to
eight million dollars very easily. At the present time our
budget for that one program is $75,000.

We will continue to stress the contemporary in the earts.
The reason is not because it's fashionable, but because it's
immediate. It relates to what's happening now. Also it's a
way of having the state recognize its responsibility for sup-
porting the artists who are living now and not who died fifty
years ago. Also, we find that in some of the educational pro-
grams the children are much more responsive to the contemporary
tnan the teachers are. We will probably become more and more
involved with seminars -to educate educators in the arts. As a
specific example, Howard Boetwright, who is Dean of the Music
School at Syracuse University, discovered of those students
entering as music majors, out of the eighteen he polled, only
two had ever heard s live professional crchestra perform a piece
of music. These were music mejors! At some point along the line
somebody is not accepting a responsibility. I think perhsps, in
the visuel arts, anyway, we tend to get too emmeshed in the his-
torical kind of academic aspects of the visuesl arts rather than
the vibrants, the chemistry, and the excitement of it. Artists
frequently are esble to give this sense of excitement ebout the
arts in a way that a professor of art history never can. I was
distressed recently during a trip to the Metropolitan Museum of
Art, to see a little child about nine years old teking notes
about a wonderful Renaissance painting. At first I was terribly
impressed-~he was Just knee high--and he went on to the next
painting and took some more notes. ©Suddenly I realized that he
wesn't looking at the paintings. He was just taking information
off the labels. He was missing the whole purpose of the thing.

As for the future of the state arts councils movement, I
would guess that financially you will see something happening
with government concern for the arts very similar to thet which
has happened in education within the last ten years. The in-
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creased attention will be as dramatic as that in education. I've
gone on record as making a prediction of what the State Arts Coun-
cil budget will be in 1972, so I might as well tell you. My pre-
diction is roughly $10,000,000--that's the New York State Arts
Council. Whether this is reflected or expanded throughout the
country I have no way of knowing. I would guess that some of
the state arts councils will survive and be tremendously imegina-
tive in their programs and the indications already have been ex-
tremely promising. I think some of them will fall by the wayside
because of a lack of commitment at the chief executive level, which
is very important. The problem vhich we will face more and more,
both of us, is the dilemma between arts versus education, or axrts
and education. Can a professional artist be a good teacher?

Must a teacher be a professional artist? Where does one work
and the other take off? This is something we constantly face.
Again I go back to my emphasis on art firsi and the educative
aspect seccnd. I'm rot sure that will always work. A good
‘teacher is probably as much of an artist as a good choreographer.
The ability to explain and convey the excitement of the arts
seems at this point to be something which an artist demonstrates
more readily perliaps than a teacher.

There are so many exceptions on both sides of the fence,
it would be very difficult to defend either part of the argument.
Artistically I think we will see less definition of specific
art forms; for example, the visual arts, theatre and music msy all
combine to iavolve the audience as part of the creative process
itself. As we become more surfeited with art products, with
scmething you hang on a wall, before too long we're going to
run out of walls and there will be less end less necessity for a
kind of detached attitude agbout looking at something.

The feeling for involvement will probably increase. I think
this i1s more and more vhat we have to look forward to. I think
this is being brought about by this incredible visual bombardment.
{'m told that by the time a student graduates from high school
he will have seen something like 15,000 hours of television and
motion pictures. The only other comparable segment of time is
the eamount of time he spends sleeping. He will have spent some
10,800 hours in a classroom, and yet there ere very few instences
of progrems or projects underway, that I know of anyway, vhere
there is an attempt to provide some kind of visual discriminetion
or critical analysis to this fantastic bombardment of visual
images which includes not only television and movies, but the
visual Jjungle of the urban environment.

The laissez faire approach to letting individuals create
their own musical environment hasn't worked well. Yet to impose
aesthetic standards and controls has as many pitfalls as it does
promises. I think the work that you are doing is incredibly
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exciting because you have a chance to educate and enhance the
taste of individuals. If you lose the child you have lost the
man. I for one am terribly intrigued with the possibility of
providing a more enlightened audience for all of the arts.

There is a wonderful qucte by Emsrson to close things off.,
I was talking to one of the Council members at one time about
this Emerson quote and he said: 'Yeah, my son called me up at
two o'cluck in the morning from Oberlin College and I groggilly
heard this terribly angry voice on the other end of the line
saying, "Dad, why didn't you ever tell me about Emerson?" ' The
quote is: ‘'Beauty will not come at the call of a legislature
nor will it repeat in America its history in Greece. It will
cone as always, unannounced, and spring up between the feet of
breve and honest men.'

Mr. Hightower's presentetion was followed by interaction resulting
from questions ralsed by seminer participants. One supervisor queried:
"Do you try to estatlish any relationship in your present patrons at
the local level between exposure on the one hand and education on the
other?” Hightower replied: "Yes. The distinction really tekes place
between the two programs X've mentioned, the educational presentetions
on the one hand and professional performances on the other. Usuelly
the professional performances are strictly performance alone, nothing
else, and the educetional presentations are much more instrucitional »
much more prefatory.”

Another supervisor wondered whether all of the Council's projects
were "approved by some local agency submitting a project and then re-
viewved on the basis of merit, or does the Council iritiate certein
projects?” "It varies," remarked Hightower, "primerily it is dependent
on the interest of the comunity. The mechanics of the professicnal
touring program, which I will go over briefly, are to receive appli-
cations from professional arts organizations all over the state. Then
we have & number of review panels which determine the qualifications
of ‘the various companies, crganizations, and orchestras that are an-
nounced as eligible for Council support. Then we make a list--a kind
of Chinese meru--of performing arts companies available to local come
munities throughout the state. They in turn make a tentative arrange-
ment with the company to have a performence teke plece and then we
determine our support on the basis of that." Then this question was
raised: "Is it possible for a company to make the proposal or does
this heve to come from music groups?" "It has to come from & commu-
nity orgenization,” replied Hightower, "but occasionally we will set
up a contract directly, say with the Merce-Cunningham Dance Compeny,
to spend a week within a cormunity giving e series of performances as
well as mester classes and discussions and lecture-demonstretious s ete.
The initiative is ours. We try to see whether or not there would be
any local ccnmunity groups interested in having this type of week=long
residency take place. We're studiously opposed to the idea that you
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are going to be cultural whether you like it or not."

'What is your relationship with the State Supervisor of Music?"
vas asked next. "It is rather loosely defined, "' answered Hightower,
"actually most of my personal, and therefore the Council's official
contact, has really been through Walter Crewson, who is Associate

Commissioner for Curriculum and School Systems." New York's Supervi-
sor indicated a desire to amplify on this. He said: "The atmosphere

for the arts has so improved in our state that now the top people in
the State Education Departmeat have much more readily recognized the
value of the arts than has sometimes been the case in the past. There
is now a proposal being discussed within the education budget committee
for the initiation of a center on arts and humanities in which the art
and music supervisors are promised an exalted and elevated position of
chief of their respective bureaus. This has long been overdue, but I
would say the fact that it now has been proposed is greatly due to the
Arts Council and its efforts within the state and the Governor's efforts
to improve the feeling of the relationship to the people oi the State
of New York. A few minutes ago he said something very signiiicant,
namely that this Council is separate from the State Education Depart-
ment. It is not that there is any line between us, because he comes
to the department occasionally and I in turn have a chance to work
with the Council frequently. But it's not like in some of your states
where the state supervisor may be the hub of it."

Still another supervisor queried: "Do you provide any kind of
technical assistance for local communities in their efforts to improve
quality and quantity?" "Yes, we do,' said Hightower, 'this comes under
this great, ill-defined technical assistance program which has been so
valuable. I'll give you a specific exemple. The Niagra Falls Symphony
Orchestra requested that I come up and talk to them about what kind of
support the State Arts Council was going to give them. When I got
there I took a look at the orchestra. They were suffering from a
deficit of $6,000 in a budget of $18,000 for the year. I then asked
vhy the conductor wasn't there. It turned out that he lived in Wilkes-
Barre, Pennsylvanie. When I aslked to be introduced to the manager, I
found they didn't have one. Then I inquired whether the orchestra was
a non-profit organization. They said it was and I indicated a desire to
see their tax exemption certificate. Well, it turned out that they had
been in operation for twenty-seven years and had never applied for a
tax-exemption certificate. Then, asking the number of performances and
the size of the auditorium, I was informed it had 1,500 seats. I was
told that about 500 attended each of the four performances. As a re-
sult we sent someone to give them legal advice on how to apply for their
tax exemption certificate. In addition, we sent a person on audience
development, just to increase the number of people to attend the perform-
ances, and another on orgenizational assistance. Now the Board of Di-
rectors really did not understand their responsibilities in a non-profit
situation. They didn't have any clearly defined ideas of the different
roles between the menager, the artistic director, and the Board of
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Directors. We were able to get a very top professional to give them
advice from a much more detached view than even an enlightened Board
member could have prcvided. For e:ample, pecple like Lloyd Goodrich,
vho 1s Director of the Whitney Museum, has been an occasional consulte
ant to us; Patricia McBride of the New York City Ballet also went.
They are not attached to our staff but are working professionsls--an
important point.

Still another supervisor asked: "Should the arts council group
sponsor the concerts regardless of who hears them, or should we spon-
sor them if they are in school?” Responding, Hightower said: "I don't
think it makes any difference as long as they teke place. Our attitude
has always been that we're much more interested in a situation where
live performances do not take place. Whet we try to do is provide just
enough support to act as a teaser to get the school system or individual
school to set eside more of its budget in the future for an increased
program of perfcrmances,."

Elaboreting on this, New York's Supervisor stated: "We're trying
to encourage schools all over the state to come to New York City, for
instence, and spend & weekend attending Fhilharmonic concerts, the
opere, and some other educational things that are available in this
city. But this is done partly through Title III funds, sometimes
from Title I for disadvantaged children, and so forth. And then, of
course, it's the other wey--e two-way streete--where we're trying to
encourage Lincoln Center and other places that have performing erts to
come into the schools, and the State Education Department is acting in
liaison here. Last year, for instance, about 389 programs were spon-
sored or scheduled through the State Education Depariment. This year
it is going to be over a thousand. We have a new center at Saratoga=-
the Saratoge Performing Arts Center. Last sumer the State Education
Department sponsored or advertised to the schools, through Commissioner
Crevson, that children were invited to come to afternoon matineess and
some rehearsals. As a ressulft of that, more then 30,000 children came
in buses from all over the state. This is one way in which we're help-
ing the arts and the arts are helping us."

One supervisor expressed a concern lest administrators "in areas
thet are not as enlightened as New York get the feeling thet since they
haven't got the teachers, the equipmeat and the money, they're going to
say, 'well, we're giving them music educetion.' This to me is something
to worry ebout. Do I have any reason for concern?” In resporse,
Hightower said: "Well, I think so. This is part of vhat I was talking
about before--the argument regerding wkether or not there should be sep-
aration of the arts and educaticn, and which is more important. I think
sometimes the educational aspects of the arts are >veremphasized so that
vhat you lose 1s the excitement of it." Commenting that some teachers
felt students were getting more enrichment than bvasics, s suparvisor
observed: "Music teuchers who ere afraid that enrichment is getting
ahead of the basics should be very much concerned. The basics are
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getting behind: we've got to catch up. But the opportunity is here,
the atmosphere is improving.

Concerning a conflict of philosophy, one supervisor noted that in
his state: '"There is a feeling that we should support very heavily, say
a concert for adults, that this is the audience that will already pay
to go to a concert, because it helps in cutting dovn the costs and
making a little more available for that limited audience thet we already
have. On the cther hand should we expend the greater financial effort
in trying to build wider audiences? How does the New York Council feel
about that?" Hightower answered that he was "strongly convinced in the
validity of the arts for a greater number of people. I don't think it's
totally unhealthy that the arts are fashionable and social and would
hate to think that that's all they are. I am firmly coavinced that they
are not, because it wnuld eppear that the rudest audiences in the State
of New York are those that attend the New York Philharmonic performences
on Thursday Night and the Metropolitan Opera performances on Monday
Night. If they're getting the message et 2ll it's not doing much for
them. It's a chance to atterd a kind of social situation. I don't think
that's bad though. I personally don't care for it but I think it does
influence a great maany of the attitudes in the arts. As part of that
influence, if somebody is 'turned on' to the arts as a result of the
fact that he gets a tax rebate for buying a painting, I'm willing to
accept it even though his motives may not have been enlightened as I
wvant them."

Louisian's Assistant Music Supervisor observed that for many years
the New Orleans Symphony has been sent out "to play concerts in the
schools in the aftermoons. These children have been prepared for one
week, preferably two, and taught by the classrcom teacher, not the
music teacher. They have listened to recordings, have studied the
composers, and know what's going to take place. And then that night,
in the same city, the orchestra gives a regular adult performence."

In the ensuing discussion various cpinions were express=d relative
to the need in the fature for individuals to serve in an execuiive ca-
pacity with arts councils. The difficulty in obtaining individuals in
this capacity also was noted. To close the session the U.S. Office of
Education's Music Specialist asked whether everyocne knew ebout "Com-
munity Arts Councils, Ircorporated, which within the last year or so
established its first full-time professional office here in New York
City. They've had a recent change of name and are now called Associ-
ated Arts Councils, with headquarters at 1290 Avenue of the Americas,
here in New York City. Their Executive Secretary is Relph Burgard.”
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CHAPTER THREE

THE CJTEF STATE SCHAOOL OFFTICER AND HIS
RELATLONSHP TO THE STATE MUSIC SUPERVISOR

Just as no two individuals think and react in exactly the same
manner, no matter how intimaete they mey be, likewise no two state de-
partments 6f education function in precisely the same way. There are
enough general principles which are common, however, so a representa-
tive from one specific state department of education cculd present
suggestions which would be bteneficial to a supervisor of music from
any other state. Newly appointed state music supervisors normally
might be expected to gain the most from such & presentation, but the
"senicr" superviscrs, by Jearning how things are done in anotker stete,
can either reinf'orce their own procedures or discover others which may
eppear to have a sigaificarce for them. The chief state school officer,
or his designated deputy in a vertically-oriented administrative errange-
ment, has a right tc expsct that certain policies will be implemented
by the state music supervisor., The state music supervisor, on the other
hand, looks to the chief state school officer, or his deputy, for guide-
lines on policy.

It was with this thought in mind, namely the presentation of sume
general concepts, that William H. Flcharty, Deputy Commissioner of Edu=
cation, State Departuesnt of Educaticn, Hartford, Comaecticut, appeared
at the Seminar. Commissioner Flsharty's positicn pader, "The Caief
State School Cfficer and LHis Relationship to the State Music Supervisor,"”
follows:

I suppose scme of you have heard of a project that the Calef
State Schooi Officers are engaged in, having to do with completing
the history of state departments of education since 1900, If you
lhaven't, T can say such a history is being written and each state
will have a chapter t¢ tell just how the department has grown and
how it has changed since the beginning of the century. I'm some-
what invelved with this in our state and it's been most illumi-
nating to me to go back thrcugh many of the records which I'm
sure no one has looked at since they were filed year after year,
beginning in 1900 and even before then, because I've uucovered
many interesting bits of informstion. They're interesting to me
and I simply will not bore you with them. I simply mention that
because I have noted certain trends and changes that have taken
Place during this period of sixty-fiyve or so years.

In the beginning of this century the organization of a state
department of educstion was relatively simple as compared with
now. In Connecticut, for instsnce, I cannct find that any more
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than perhaps less than ten professionel staff members were em-
Ployed. At the present time we have, I suppose, 150 in the
central cffice and since we cperate sume schools, we beve 900
professionals all together in our department. Particularly,
this growth khus accelereted since 1650, and I like to think that
some of this has Leen brought about by some of the work of the
Chief State School Cfficers in mectings aund exchanging informa~
tion and getting idees as to Just how a department should be
organized, what it's for, ard the like.

I've noticed a secord thing, that there's been a mejor change
in emphasis in the functious or the responsibility really of the
departmert during this period of time. And I thirk that the very
titles of the staff members i1llustrate this in a wey that needs
no further explanation. In 1900 there were at least haif of the
staff members, tals would be five or six precple, who had the in-
teresting title of compelling agent. This chavged to inspector
a little later, and then to supervisor, and some time in the early
1940's we changed to the title coasultant. You can see the rhilose
ophy that goes elong with that. Now part of the ecceleretion very
recently has, cf course, beesn due to the federsl legislation--the
funds which have been made evallable for use in state departments
of education. ['m thinking particularly of Title V and Title I.
We have, as every other staite has done, added several staff members
in Title V because of this activity of Congress. I might say lhat
I believe there was no new area fuuded under Title V. I think we
used Title V to expand things that we had already.been doing. You
do know that Llcyd Schmidt is with us for the first time this year
and that his conirg was not due to Title V. This was a position
we'd been trying to have addlsd to our staff for maly years and we
were successful in getting the leglslature to gpprove the where-
withal, two years ago. We then filled the position last summer.
The new positicns really that we have, as I have said, are used
more fcr expansion of other activities such as ressarch and plan~
aing, and sowe of tie subject matter areces.

In one of the bulietins of the Chief State School Officers
having to do with the crganization of a state department of edue
cation, there are five ¢1 six general respousibllities listed.
These were developed quite a while ago-=fifieen years or so ago=e
but we haven't felt that there was any need to change them. So
I'd like very btriefly to go through these five respomsibilities
by way of orientatlon for this particular session.

One of the leadership responsibilities is in planning. And
ia this, of course, is Jdeatification of needs, and determining
the purposes of the planning and devising the plan of opreration.
We added two new pecple for this functicn and set up a separate
offlice of planning under Title V. The reason I sgy this 1s an
expension is becanse I wouldn't want to admit that we hadn't
been doing some planning all the way along. Bul w2 have two
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people now vho are charged with this specific responsibility--
it's their only responsibility.

A second leadership responsibility is that of research to
help provide the necessary information for policies to be estab-
lished. I think this should be done as cooperatively as possible
with higher education institutions, with the school systems, of
course, and anyone who is availakle; also to encourege research
at the local level and to evaluate in a research situation the
innovations that are teking place.

The third responsibility, consultative services, is the crux
of the work, I think, of most of the consultants in state depart-
ments of education, namely working with all the people in the
state really--school systems first, but other groups as well, in
connection with the particular area of inlzrest that the person
has. And I would ssy in connection with this, we view this con-
sultative service or activity as being just that--a type of lead-
ership ectivity and not at all of a regulatory nature enforcing
vhatever lews might be in effect. Once in a while you cannot
drewv a clear linz of demsrcation between this. Teke, for instance, ‘
in the industrial arts field. The state funds, through a special ;
grant, certain industrial arts activities, and our consultant in
the industrial arts must meke the finel recommendations to the
State Board of Education as to how much meney will go to the
various districts throughout the state. And this in a sence is a
regulatory sctivity., But, shall I say, he does it cooperatively
with everybody in the state.

A fourth resporsibility I call public understanding. 1It's
more than just public relaticns, it's trying to get a real under-
standing of what the Qepartment is doing. It has to do with all
staff members and I think thet we must take the initiative in a
greet many cases to break through with this understandinrg. but
certainly it should be emphasized that it's a two-way kind of
situation. We hear from the field and we communicate with the
field. Incidentally, in this area we expanded under Title V and
added one rew full-time position in communications, as we call
it in our organization of staff.

And then the fifth, and last, of these general responsibili-
ties is in-service education. I'm thinking here, of course, of
in-service educetion of the professionels in the school systems
throughout the state. The ine-service education of the state de-
partment members is another matter and shouldn't be confused with
this. Well these are five of the general responsibilities which
we have identified and which I think seem to stard the test of
time pretty well.

I'm going to take a few minutes now to enlarge a bit on
these consultative functions or services, the activities that
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might be engeged in. I found a list of such activities that we
believe might be & part of the repertory of the music consultant,
becsuse I have here the aamouncemenrt of the vacancy of this
rosition, which I'm sure lLlovd Schmidt saw sometime or another
and he presumably read all of these items. There are ebout a dozen
different things here which we say in meeting the responsibilities
of the music educaticn consultant. He will be involved in such
activities as the following. They're all sort of obvious, but it
might be well just to put them in the record: working with locel,
regioral, ard statewlde groups con special programs of iag~service
education; the development of curricular materials and the evalu~-
ation of school programs~--that's a nice one; working closely with
the professional associatlons of music educetion in the ilmprove-
ment of school programs; pianning and directing workshops end
conferences; sttending professional meetings and parilcipating
vhere appropriate; preparing repcrts on significant problems in
developing music education programs; outlining nseded research
and attempting to see that it's carried on--ard l've just added
here, and conducting it a little bit, too, in some instences.

I don’t think we should be entirely separated from research active
ity; keeping ebresst of the developments ia music education and
interpreting these for others; writing articles and bulletins;
addressing professional cigaaizations and lay grovps; partici-
pating in the school evalualion program of the state department
of educaticn; participeting in staff planning sessions; reviewing,
vhen requested, plans and specification for music education facile
ities; and finally, being coavevsart with current professional
literature~-shall I say scores, mayb=? These are scme of the
things we think of in connection with all of our consultants, not
Just music.

At the end of each year, we ask the consultants to write a
brief sumrary of their activitles during the year. It'‘s elways
very interesting to sze the emphasis which one consultant will
put on one or two items of this list and an entirely diffsvent
emphasis that others put oa other items which may be there. This
has nct only to do with desires, but also we caunot be all things
to all peopie, experts in every one of these areas, so we natur-
ally try to do the things that we think we can do best.

For the last item X’ve headed my paper, "Cperating Tach-

niques" of the reelly miscellaneous items. And they grow out

of the responsibilities wihicn I menticned, this 1list of activi-
ties which may be engaged in to discharge these responsibilities.
I suppese that because I listed ce:xtaln miscellaneous items these
are the ones that come to my ettention first or taat I think are
of perhaps a little more lmportaace than some others that I might
have listed. Be that as it may, the first I've listed is the use
of one's time as g consultant. It so happens that it is cne of
my responsibilities to epprove out-of-state travel. We try to
strike a balance between what we term out-of-state travel and
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in-state travel. Assuming that all the in-state is being done
for the benefit of the people of the etate, the outside travel
may or may not be, you see. Thris 1s probably the wrong point of
view, but we have other departments of goverument who look at

things a little bit differently sometimes from the way we do.

But we ask for & schedule, as nearly as a consultant can give it

to us, of out-~of-stete activities that are planned at the begin-
ning of each new session. Along about August or September we ask
for the out-cf-state travel plen. This doesn't mean that it can't
be changed in many ways, and it always is, but this gives us soue~-
thing that we cen talk with other depertments about and a teata-
tive plan and the epprorriete expenditure we're going to have,

and so on. It's not just a'matier of expenditure, but it is &
matter of the use cf time., There are some folks in your depart-
ment end in our department who just love conferences. It doesn't
matter where they are, this is a very important thing to do. All

I think I'm saying here is that there should be a balance that a
consultant saould think about in connection with the use of his

time for trevelling; also in regard to what kinds of groups you work
with, or individuals~-which we're trying to get away from as much

&8 we cah.

Going back to history again, there was a time when the one-
to-one relationship of a staff member in the Department of Edu-
cation with a teacher was the mode. But more and more we're
getting away from that, and working local groups or regional
groups or statewide groups. In regard to large group meetings,
agein we like to empnasize that we like the consultants to spend
their time in speaking 0 and involving themselves with groups
that extend over as large a cross section of the population as
possible, rather thun taking the whole evening and speaking to
the Fourth Street FTA. But instead of that ycu would encourage
that city to have a citywide meeting vhere all the PTA's might
get this word, get this information and wisdom that you're im-
rarting. The same way oa a regional basis with prinecirals and
superintendents in sime cases, and the like. Well that's onme,
and this use of time I thirk ¢f as being quite important. Every-
thing that I've said in comnection with consultants I say right
back to myself, too, in the way in which I crerate, even though
I can't always be as successful as I would hope.

In setting up visits and conferences I thirk that preplanning
is of utmost importance. Consulting with others in the department
who have visited the same system or have met with the same grovps,
getting informeticn from the superintendent if it's a school
system, or the president if it's an crganization, stout vhat tieir
thoughts about music education are, what their particular slent
heypens to be. Collzct any meterials that you think would be
vaiusble to leave with key reople, trying to determine in advance,
but only tentatively, what some long-texrm goals might be as a
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result of your recommendetions. Try to think of diesgnosing scme
of the problems which may have been communicated to you in some
wey~--the reason for your visit, the reason for your confereasce.
Try to think about possible weys of finding out just how it
happens that this turns up.

Then, very closely related to that, a third iten has to do
with the follow-up visits and conferences. GQulite frequently I'm
involved in a conference. Welve had some in our state financed
under federel funds in the past year, where they've been excellent
one~ or two-dsy conferences. We've had quite a bit of material in
advance and we were all keyed up and we ceme eway feeling what a
wonderful conference, but you know in some of those I havea't
heard another thing since the conference closed=--no real follow-up.
And I don't know whether you peopie in your departments follow
this policy or not, I den't think we do. We tried tc and it was
a little bit too time comsuming, but I still think it's werth
considering and seeing if there aren't some techniques which can
be used, such as filing in the depertment in some central loce-
tion a report cf your activities, whether it's a visit to a school
system, cr a coufereince that you mey have had with the principal--
elenmentary or secondary principels or the like. This would be
valuable for other consultanis who are going to work with the seme
group to examine and review before going out. Among othexr things
it would seem to enhance, sort of expounding the same philosophy
or giving the impression of being on the same state department
team rather than one going out one day saying one thing and scme=-
body else going cut and saying the complete opposite to the same
group. I'd be interested if any of you have tried this and whether
you do find it successful, and just what your means cre. Again,
keep this time factor constant, because if you spend so much time
on details, even keeping count of all these sctivities that you're
Joing=~you know, how many speeches you make and so on, even tkat
to me is very time counsuming and it has a limited amount of value.
I think it ought to be put in the right perspective.
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The next item has to do with this philosophy of what I Jjust
mentioned, the individual cn the team. It's usually thought of
in terms of consultants being either generalists or specialists
and you've heard this I'm sure many, many times. There are some |
people who believe that the generalist is what we should have on ’
the staffs of state departments of education.

This brings out the last of these items. The consultant is a
representative of the state board of education or the state depart-
ment of education, as the case may be. Most states have boards
now. They embody the state department of educaticn when they ap-
Pear in the state as a member of that department. How the consulte-
ants operate in this situation determines, to & great extent, this
imege of the state department of education that I spoke of earlier
in this list of responsibilities for the department. I sometimes
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hear disquieting rumors of how one consultant or another has
really gone out there and just laid it on the lire. Such a
person is not a comsultant, he is a compelling agent. Thois
dcesa't happen very oiften but once in a whlle it does.

In closing, there are a few of Paul Mort's principles of
aedaptability that I cut some teeth on a few yeers ago that are
applicable and appropriate here. I neecd only to list these items
and not describe them. If these principles could be thought cf
by the consultavts golng cut and representing ‘the department, I
think it might improve the situation all aroundi. You might even
put these words on the inside of your windshield so you'll be
reminded of them once ia a while. This is what I did over in {
the British Isles in Octcber when I rented a car vhere tae
driving is on the wrorg side fcr us, so I put up “heve, "Keep
left" vhere I cculd lock at it. Here are some of these prine
ciples: Judgment; prulence; stability, not all innovation;
flexidility; end responsidility. This is half of Mort's prin-
ciples but these are the ones which seem to apply most to this
particular situaiion. Well these are things that occurred to 1
5 me as X wes asked to come here to your corference this morning. ;
' I'1l be very pleased to hear any reactions to anything I've said.
Or, if there are ary questious you'd like to ask ahout scme ways
in which we operate taa% I haven't covered, which you are intereste
ed in, I will be very happy to resyond.

Following Commissioner Fiekarty's remarks, questions were posed
from the flcor. Oue siperviscr asked: "I wonder if you could get your
crystal bali and make a prediction as to the changing role of the con-
sultant, especially nowv as the resuit of federal furds beirg charneled
through state departmeuts of education. Consultants ere being called
upon in subject areas to make decisiocas that may be not corsultative
in nature. When it comes to meking a daeision about the cortent of a
certain program, lLae state department coasultant can actually turn
down & request of a local subdivision asking for funds because the cone
su.tant hes seen that this may not be appropriate, accerding to his
interpretation of the law. Maybe this is no longer e ccnsultative
sexrvice, but goiag back tc something else like supervieior." "Well I
taink that no oae title, such as consultant," auswered Fleharty, "will
probably define or give a ciue as to what a person does in e deperte
ment. But to have more thea cne title also is confusing. An example
0f wvhat ycu mention is in our office vwhere we a”ainister 1itle I. We
hare three or four full-time people thers. Mast of them are consultants.
We heve alsc esscclate consultanis, ard service specialists, but these
do a different type cf werk entively. Now l'm sure that these people 3
do consultatlve vork, I mean in adwvising in Title I programs and how ]
they're develoved and so fcrth, tut there is the dseisicn, 00, 'to be ]
made as to whether or aot the money willi be given. 1It's like this
industrial srts exanyle that I gave. 1Uhis person must reelly wear two
hats--a consultative one aad a regulatory cae. Somehow or another, I
think the personality of the ccpsultant has to be such taat these two
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are not absclutely incompatible. I don't think that you can Just draw
a line. I think we've now gone through the greatest turmoil in cone
nection with this issue that you raised. I look forward in the future
to having fewer regulations in regard to specific grants, fewer regula-
tory activities to engage in. Of course, we've been asking for many,
many years, to have general educationel grants, not specific omes. I
don't think people are giving up on this. As a metter of fact, a
number of people with vhom I speak in the U,S, Office believe, philose
ophically, in the generasl grant rather than the specific grant. So I
think as time goes on we're going to have fewer regulatory things as a
result of the federal activity. This is my hope anyway."

Queried another supervisor: "Will this necessarily then meke it
more important that the consultant cr supervisor, or whatever he's
called at the state level, be very visable and very viable in terms of
this general grant being used in his area? At this time we're getting
a little bit of musjc ard art money from the Arts and Humanities and
other sources. If it comes to the genereal, it becomes even more im=
portant that the state cousultant and the chief state school officer
have a very good rapport.” Ccmmissioner Flaharty then replied: "I
couldn't agree with you more, and it pained me no end that the NDEA
funds came out for science, mathematics, and foreign languages. Now
that grant 1s being broadened to meke it possible to cover almost all
the entire curriculum field, since it was first enacted. I would hope
that this is the way the other thing will work out."

Wisconsin's State Music Superviscr raised the question: "I wonder
1f you find this dichotomy taeking place in your state department? Some
Yyears ago, back in 1948 when I began in the State Education Department
in Wisconsin, a specialist was expected to be a generalist, as you've
suggested here, and we were kept abreast cf general problems. We were
asked to function as generalists, as well as speclalists, and this was
ell the way from visiting colileges for teacher educaticn to activities
completely outside the special field. Now we have added many special-
ists. For example, we have three mea in driver education alone right
now. S0 what is heppecing today is just the oppesite. My job has
become highly speciaiized and it seems very difficult to maintain any
degree of generalizetion in sducation in this progrem et all. I think
there are some real dangers erd harm in this."” Replied Flaherty: "I
think this is a part of acceleration in growth that I mentioned. We've
always, slmost alweys, had specialists. We've had guidance specialists;
we'‘ve had school psychologists on our staff since 1930--very specialized.
What has happened is that, taking pupil services, we are identifying so
many more dissbilities, and the knowledge, you know, is bearing so on
individual segments that I thirk what you say is happening. But I don't
think that it should heppen anymore row than it did before. It's just
more work that's needed in the departmeats to make these new people,
highly specialized though they may te, understand the eatire school
situaiiicn. Thuey may not know what goss on in the classroom during the
mathematics period but just something to do with some specialty, like
driver education. I don't think we're going to be able to do the best
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Job. But it is heppening in our department end I think one or two of
the feedbacks that I got ceme from some of our new people. We haven't
done a good enough Job, in-servicewise, in the couple of years that
they've been on to have them fully understand. We do have some meetings
of a general nature four times a year. We have what is called a Central
Office Education Association Meeting. We try to air general problems
60 they'll be able to get the rhilosophy. There are, of course, regu-
lar meetings of the bureaus, and the experienced members of the bureaus
do talk to the new ones, and so on. But I don't think that we've done

it sufficiently."”

Noting that one of the strengths of his department wes the result
of good communications, North Carolina's State Supervisor stated: "I
have a daily run-down of everything I and my assistants do. Every
Monday morning we meet with the State Superintendent of Puhlic Instruc-
tion--generalists and specialists in key positicns, so called supervi-
sors. Then we meet again for other purposes with generalists. For
instance, & position paper on what we should do esbout the humanities
in the junlor and senior high school will remain the position paper
until everyone understands. This communication, again, goes way back
to everybody's activities. If I wanted to go to Alamance County next
Monday, I would see what all State Department personnel have done in
that county this year or in the past years. To me this is the welding
together of a faculty which is more efiective than without this."

In closing, Fleharty remaried: "Now, you mentioned communication.
I think it is importent that we ¥now a lot about vwhat's going on, cer-
teinly about the important things. But let me say this. There are
scme people in our department who feel very much perturbed if they see
something in the newspeper that happened in our conierence and they
just have never heerd anything about it. They think communications
have broken down. Actually no one person should feel that he has to
know about everything that's going on in the department. If you tried,
; you'd be doing nothing but trying to find out what's going on. So
g again, here's this balanced judgment kind of thing."




CHAFTER FOUR

ROLE AND SCOPE OF THE
OFFICE OF STATE MUSIC SUPERVISOR

Not unexpectedly, the principal emphasis of the Seminar was
directed toward discovering ways in which state supervisors could
find ansvers to scme of their most pressing problems. Those attend-
ing represented verying degrees of longevity in the position, from
some with several years of experience on the one hand to others
with only a few months in office. To fit the needs of the various
individuals and at the same time come to grips ith as many problems
as possible, the Seminar was organized to cover these four general
areas: duties and responsibilities; suggestions for newly appoint-
ed state supervisors of music; dissemination of current knowledge
of music teaching; and certification. Each of these will bde
discussed separately in this chapter.

Duties and Responsibilities

Undoubtedly one of the most important areas for the state su-
pervisor of music is that of defining his duties and responsibili-
ties. In scme instances they are rather clearly delineated while
in others they are not. It may be recalled in the previous chepter
that Commissioner Flaharty, for example, recounted those activities
which were considered important for Comnecticut.

MENC Vice President Paul Van Bodegraven, in his remarks at the
opening session of the Seminar, posed a question related to a pos-
sible responsibility which has not been undertaken in scme states.
He recounted that people can keep updated through their professional
organizations. Consider the fact, he noted, "that not more than
50 percent of the music teachers in the United States belong to
their professional organization. Possibly state music supervisors
will find a way of bringing these professionally deprived music
teachers into contact with our professional organizations."

In a similer vein, Harold Arberg's initial remarks posed a
challenge to state music supervisors. He stated: "The role of the
states 1s becoming increasingly important, it seems to me, in making
effective wvhatever improvements all of us hope to bring sbout in the
field of music education and in education in general. The states
are going to have to be increasingly effective in carrying out these
programs. "

The remarks of Howard Conant, also at the opening session,
likewise reflected a concern for the role of the state music super-
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visor in the future: namely that of greater cooperation with the
other arts. He presented a coordinated demonstration combining art,
music, and literature. His reading of Lawrence Ferlinghetti's
Pictures of the Gore World, Poem Number Five, was accompanied by
the Charlie Byrd ensemble playing "Meditation” and "You and I," from
the album Bossa Nova Pelos Passaros, and illustrated by thirty color
slides of contemporary modern painting, sculpture, and "combines."
In his preliminary remarks to the presentation, Conant noted: "The
creative arts concept is being implemented in meny parts of the
country, both at the college level, and state level, and in the sec~
ondary schools. If it is not aelready, I'm sure it will be implement-
ed at the elementary level also. The arts are no longer exclusively
the property, the responsibility, or concern of one of us in one
area, but they are rapidly becoming what we call total art. I be-
lieve that by combining the arts one does not diminish their impect.
Indeed, I feel that the impact is enhanced. I hope that you don't
consider it a disservice to music to listen to it while looking at
works of art. I find it indeed helpful and I hope that those of you
who are concerned with literature, as I am, will not comsider it
sacrilegicus to have it accompanied by music and visual phencuens.

I think that these arts share certain common qualities and that they
are mutually enhanced and that one can learn more ebout a given art
indirectly than if I were to, for example, present an illustration
of music and analyze it for you, which is a practice I very much
dislike. The same would be true of the slides if I were to point
out the proportions of the head, the body, and so on. I think this
is a rather lifeless way to approach the arts.” Conant then ob-
served that the coordinated arts approach already was in effect in
the State Department of Education in Pennsylvania.

G. Lloyd Schultz, presiding chairman at the session at which
an insight into common problems faced by state supervisors was
discussed, noted that he broke down his duties into eight areas of
responsibility, as follows: (1) consultative and advisory respon-
sibilities; (25 in-service and curriculum activities; (3) promotion-
al and public relations responsibilities; (4) selection and evalu-
ation of instructional materials and equipment; (5) research; (6)
administration and operational activities such as answering corre=-
spondence, etc.; (7) professional development, and; (8) teacher
education and certification, including private. He then noted some
problem areas that were a concern for him in his state, as follows:
(1) string instruction; (2) music history and theory es part of
performance instruction; (3) participaticn by boys in all phases of
music, but particularly vocal; (4) programed learning; (5) the use
of professional musicians and problems of certification for them;
(6) problems when dealing with federal projects; (7) the music
teacher's responsibility in community projects--things quite
remote from school; (8) the place of Broadway musicais in ths vocal
music curriculum; (C) the place of the general library, particuler-
ly with Title II in the picture, in the music program; (10) the
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relationship of special to general supervision, and; (11) the rela-
tionship to other organizations which are trying to stimulate music
education; for example, that between the State Supervisor of Music
and the University Extension Music Department and such organizations
as the Federated Music Clubs.

In the interaction which followed, problems of assisting in
the evaluation of Title I projects were alred. A Midwestern super-
visor stated: "One of the biggest I have is trying to figure out
what they are going to do with what they esk for." Averred another:
"I think the problem is where you should put the priority. Give
them guldaence as to what type of program they want; that is, whether
they want something for all the children in building an elementary
music program, or whether it is for a performing organization." Ob=
served a third supervisor: "The real problem concerning Title I
projects is who writes the project at the local level. Oftentimes
these are a one-person project, written by a person who is remotely
removed from the music program." Montana's Supervisor remarked:
"Part of my selary is peid from Title I funds because I'm a field
consultant in this area. I help the local boards, the trustees,
the superintendents to write up their projects and then vhen 1 get
them back to the office I also evaluate them. This might account
for Montana's using 10 percent of their Title I funds in music."

Continuing the discussion relating to project evaluation,
another supervisor qQueried: "At the end of the project how are we
going to evaluate vhat was actually done? Because school districts
are being esked to provide reports.” Replied a colleague: "The
Office of Education would like objective evaluation. For instance,
if a movie projector or a tgpe recorder is purchased to use in a
music program, I inform the teachers that they ought to make a
recogd of the number of times each one is used, and what it is used
for.

- Broadening the scope of discussion, another supervisor re-
marked: "One of my concerns with Title I, and also with Title III,
is that in this matter of buying, let's say clarinets, within the
framework of a govermment-subsidized program, no thought has been
given to the meintenance of them." Stated another supervisor: "I
raised this point with the head of our Title I program end he said
he'd expect the schools to put their own money into maintenance. I
see no reason why the funds would not include that if so much was
put in for maintenence." Remarked the U.S. Office's Music Special-
ist: "You should look into that as a possibility, because many of
the instrument manufacturers are saying that this is a problem and
it reaches over the country. They don't want to sell a lot of good
horns and then practically let them deteriorate. They want to hold
a national institute for training persons, particularly under the
possibilities of the Vocational Education Act. But these again ere
state funds. It might be that a number of states could get together
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on a regionel basis and train people to do this. One of the %ﬁ?b'
lems reported by Emil Serposs of Chicago and Louis Werson of Fhila-

delphia is not & basic problem of mainteining them but of storing
them. Schools meny times are not equipped with adequate storage
facilities."

"Is there any state where less than 1 percent of Title I money
is used for music?" asked another supervisor. New York's Supervisor
noted: "We don't go very much over 1 percent because we have
$110,000,000 and were only able to spend $103,000,000. I was pleesed
to hear one of the field chairmen of Title I admonishing the admin-
istrators to turn in additional projects because the mcney wasn't
fully used up. He asked for more projects in the culturel arts. I
was pleased to have him in our corner because he's not a musicien.
Ve have been trying to encourage music teachers through our state
music association journal, and through special memos from our office
to the music teachers, to try to get them to submit projects. Those
vho have tried have been pleasantly surprised to find that their
projects were welcomed."

The discussion of evaluation was continued by an Eastern super-
visor with these words: "We've got to show in our evaluation section
of Title I that we're going to use a certain test before the project
is started, before they will approve it. We suggested a number of
achievement tests et the beginning of the year but they seem to be
out of print. Perhaps we should get compenies to prepare some,
because the only way we'll get by in many states is with a good music
achievement test for the elementary gredes." "There is one other
quick thing in eveluation that we ought to do more with," reminded
still another supervisor, "and that is to make attitude sceles which
will bﬁ recognized as being almost as objective as the standardized
tests.

Another concept, or duty, of the state music superviscr
discussed was the nature of the developmental music program. A
Southern supervisor addressed himself to this problem by noting that
it should begin at the kindergarten or first grade level. He stated:
"In one district where there are no special teachers, a supervisor
goes out and works with the teachers, and more music is resulting
from this than in some places vhere there are specialists. But the
elementary classroom teacher does not have enough time to do all the
things she is supposad to do. More activities and mores experiences
are continually being added. It she is really to get any kind of
relief, what 's needed is about one floating teacher for five class-
rooms. That ., about the only way you can get it because if the
classroom teacher has relief two times a week for music, or three
times, maybe twenty minutes--that probably is not enough. So I
would say thet I think she does need relief but I don't think she
needs it at the expzase of a music or art progrem. The mcdular
progrem is another phase. We've had that really within the music
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program since 1959. It is somevhat optional, but for accreditation-
purposes it is encouraged."

A provocative problem directly related to the state music su-
pervisor is that of required music in the secondary schools. New
York's Supervisor related that when he entered the State Education
Department seventeen years ago, there was a regulation on the books
for required music in grades 7 and 8 which was not enforced. He
stated that with the support of "my superior, the Director of Second-
ary School Education, we studied the statistics to see how many were
not meeting these requirements, and they were warned that wichian
five years they would have to meet these requirements or their state
aid would be reduced, from the secondary state aid to the elementary.
At that time the differential was eighty-eight dollars. This hed a
tremendous impact very quickly. So back in 1957 another survey was
made and we found that there was almost 100 percent adherance to the
policy of requiring music in grades T and 8. Later a memorandum was
sent to the schools indicating that no longer would music be evalua-
ted strictly on the number of periods per week, on the number of
weeks per year, but rather on the over-all quality of the music pro-
gram in the junior high schools. This led to confusion on the part
of some schools. Some thought this meant flexibility and that they
could drop it. But throughcut the state we've been able to maintain
almost 100 percent adherance to this requirement in grades 7 and 8.
We have two very strong systems in our state, one in & suburb of
Buffalo and another out on Long Island, where music is not required
in the 8th grade but is only an elective. We thought that this
might have an effect on the nelighbors, but we have been pleasantly
surprised to find that it has not affected the neighboring schools.
Now I don't know whether we are behind the times in New York or
whether we are right in trying to hold the line in this one aspect.
I maintain that music is not good in the Tth and 8th grades simply
because it is requirazd. I maintain that it's good if you have a
good program, well orgaenized and well taught." Ohio's Suparvisor
remarked: "Yours apparently is not a legislated curriculum. In
Ohfo it's legislated but there is some question sbout flexibility
to give a student some choices in grade 8. But I've put it on the
1line to each school that I've met with that they must meet that re-
quirement." In reply, the New Yorker said: "We are very much
opposed to legislating anything in the State of New York end we feel
that this would be a slap in the face for the State Education Depart-
ment. It is our feeling very strongly that we are in a better
position to understand requiremcnts aad recormendations curriculum-
wise, contentwise, hourwise, end ell otherwise than are the legis-
lators." Wisconsin's Supervisor affirmed: "I'd say if you ca. get
by with retaining Tth and 8th grade music, do so, because one of our
large school districts in Milwaukee took out 8th giade music and
then we were almost powerless to force the rest of the state )
retain it. A few schools have retained it, but 1'd say you'd better
hold on to it if you can because it's awfully difficult once you
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lose it."

Discussion turned next to teaching of theory and history along
with performance. Mississippi's Supervisor asked: "How do you get
teachers of music interested in teaching the theoretical and histor- : i
icel parts of music in performance groups, or even to a general .
music class, or music in geveral education, for lack of a better
term? How do you prepare them for it? If they are already in the ;
field how are you going to get them spurred or enthusiastic about ;
this sort of thing? I've found in our state recently at in-service
workshops that are dealing with the elementary music, and in the
band field, and even in the choral field, that the teachers are now
talking a little bit more about what they can do to really teech
music--something else besides performing. Here is a case in point.
About three weeks ago I was in one of our universities on a Saturday
vhere & new materiaels clinic was being held. Two college bands were
pleying this music for a reading session. One of the boys playing
there happened to be a cousin of mine who had been first chair
trumpet player in one of the better high school bands and had been
a Boy Stater, so he really was e pretty good studert. He is in
engireering, but he is playing in the band. He seid to me, 'I wish
I rad time in college to take a class in music. You know, I don't
kpow anything about music. They Jjust tuught me to play.' How do
we go sbout teaching them more than just that?" Reported Iowa's
Supervisor: "I'm sure ycu are fanilier with the one and only Irsti-
tute built completely on music that was held at the University of !
Iowa last year. We were able to use our Arts and Humanities money : 1
to help six of our teachers who attendad instigate a course of this
kind in the high schcols in the fall. We took those six teachers
vho already were enthused, matched their furnds, and hzlped them get
the materials they needed. Also under the Arts and Humasnities fund,
the University of Iowa had outlined a course of study, called Music
Literature, vhich contained not only an outline but elso a lot of
written materials. We had listening tapes to be ussd by the individ-
ual students, clessroom tapes to be used by the teachers, and trans-
parancies. So w2 helped them get these and the scores and reference
books to go along with them. We've had good cooperation from admin-
istrators. You'd be surprised how interested they are in this type
of course."

P i

Another role for the state music supervisor was indicated to be
that of interesting young pecple in the teachirg of music and recruit-
ing them. Stated one supervisor: "I think it's time our professional
organizations did some recruiting. It has always beea my personal |
opinion that I would not tell a youngster to go into music education 3
unliess he wanted to do it more than anything else in the world; but |
I'm at the point whers I think we've got to start celling the profes-
sion to the high school counselors and to cur professional pecple in
the colleges. The jobs do exist and we've got to fill them or else
the program will fall flat."
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Continuing this discussion, New York's Supervisor remarked:
"I'd 1ike to say a word sbout these two topics: encouraging recruite
ment in high schicls and encouraging higher professional attitudes
among our music teachers. On the first point, I've tried to point
out to teachers that if we're going to have people to follow us in
the music profession, we've got to select the best we can get from
our schools. I give them a little formula which I made up. It has
no statistical validity, but when I tell it to them they think I
must have spent hours in erriving at this formula. I tell them that
unless they have in each senior class half the number of students
that they have music faculty in their whole system, they will not
have enough teachers to teach in that system later on. In other
words, if they now have eight teachers in that system, K-12, they
should have at least four in every senior class going into music.
This gererelly works out very well. Now I'd like to say a word asbout
the other subject. I think it is an important thing that we in our
positions exert every ncssible pressure in keeping our constituency
straight on the MENC office in Washington, its importance, and the
importance of belonging to MENC. I've pointed out constantly that
there is a difference in the quality between the school that nas
many members and the school that does not have. You can measure it,
it's so obvious. When I go to a school and the teachers don't even
know what the MEJ--the Music Educators Journal--is, and when I come
into a school==now I've been in my state for seventeen years--and
meet a teacher, for instance, who's been there for eight years and
she comes over to me and says, 'How do you do. Who are you?' I
think to myself, I'm sorry that she doesn't know who I am, because I
have been to every state meeting and if she had been to a single state
meeting she would know who I was; but I don't tell her that. Rather,
I point out to people like her the adventages of the mother organiza-
tion. I would like to pass along one other point that I think is im-
portant. Since the dues went up, there are a lot of teachers who are
slower in paying them. We discovered that as of December 21 there
were & thousand teachers in our state who were members last year and
who hadn't paid their dues yet this year. Now we took the lists and
Passed them out amcng the fifteen zone members, and told them to
contact every person individually who was a member last year and ask
him why he hadn't gotten his dues in, because he was holding us back."

Suggestions for Newly Appointed
State Supervisors of Music

One of the most important phases of this Seminar was the op-
portunity for individuals who have recently been appointed to the
office of state music supervisor to learn, through interaction,
about successful procedures from their more experienced peers. In
other instances the reverse also apparently was true. For example,
on occasion a new supervisor has to learn to solve a problem quick-
ly and in his own way. He may have immediately reached a solution
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to a problem which has eluded a more experienced supervisor for some
time. As ncted earlier in this report, the percentage of individuals
attending the Seminar who did not attend the Washington Conference

in 1965 was great, approximately 50 percent.

A specific session had been set aside in the Seminar progrem
entitled " 'How To' Suggestions for Newly Appointed State Music Su-
pervisors® but the discussion of this topic fortunately permeated
most of the Seminar. In orgenizing this specific session, G. Lloyd
Schultz, Chairman of the National Council of the State Supervisors
of Music, had very wisely assigned a new supervisor to a more ex-
perienced peer for purposes of informal discussion to find out the
most pressing problems each one had. In many instances solutions
were reached for the new supervisor as a result of the more experie-
enced supervisor's relating his experiences. In other instances
problems were presented from the floor. One new supervisor noted
that one of his principal problems was budgeting his time for the
various functions of his cffice. He said: "In the first four
months of my job I traveled 11,000 miles. Maybe this is the answer."

Montana's Supervisor introduced Alsbama's Assistant Supervisor
with these remarks: "One of the problems that exists for both Ala~-
bama end Montana is the eternal problem of the six-period day and
the legislature mandating subject areas, something comparahle to
what has happened in Celifornia. He informs me that physical edu-
cation now is mendated in Alsbama for four years during high school.
It's only for two years in Montana, but meny of the schools have
come up with a so-called 'solid' credit academic subject, and in
our state this means seventeen units. Some time during the high
school youngster's career he has to pick up one extra 'solid.! Our
legislature is in session right now and a couple of education bills
heve been introducsd that would tend to mandate subject areas, and
I probebly should be back in Montana working in the legislature,
which I do. I think it's very important and part of my obligation.”

 "Speaking of unique situations," remarked Louisiena's Assistant
Supervisor, "we've gotten through a one-hundred man citizens commite
tee to study the entire school curriculum and have come up with a
recommendation that schools heve a seven-period dsy with the limita-
tion of five academics. If that is accepted as a basis, that will
help us."

Another new supervisor asked: "What priority of time for the
new music supervisor should be spent in administration and super-
vision? Ordinarily we say we are concerned with the improvements
of instruction; however, with the advent of Titles I and III and
eveluations, both state and regionel, we have a responsibility as
far as administration is concerned with these, too. How much time
should we allot to the various arsas?” In reply, New York's Asso=-
ciate Supervisor said: "Our first indication of priorities would
come from the recruitment bulletin, published by the State Education
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Depertment, which is sent to all schools, and which tells about the
benefits of working in the State Education Department. Now in this
there is an over-all job description for the various positions that
are open, or the positions that an examination will be presented for.
A person at the associate level will do field and curriculum work
snd offer assistance to school boards, superintendents and various
administrative officers. At the supervisor's level it is practically
the same, but this prerson is supposed to solve more complex problems.
My Jjob description lists curriculum work, as I remember it, 30 per-
cent; supervision, 30 percent; office work, 20 percent; attendance
at meetings and conventions the rest of the time. Now when we get
down to the practical business things chenge a bit. We find that
there are first of all constants--we must do certain things. In

New York State we have what we now call CRS visits--Cooperative
Review Service. This is an attempt to offer a comprehensive type

of state supervision to school systems end to make this process

more democratic. For instance, when I s.y comprehensive, I would
1ike to tell you that my colleagues and I have just completed an
evaluation of the city of Buffalo. Our total supervising time in
Buffalo was five weeks, although we were not all there at the same
time. We view this as a constant. We had to go there because this
has number-cne priority and we were so informed by the Associate
Commissioner of Secondary and Elementary Educatiocn. Now there are
other constants that we put down on our celendar which can't be
tampered with. Other constents would be our state convention, our
state summer music reading clinic, & meeting such as this, and the
MENC meeting in Boston. Now there are other very important things
that might be termed constant, for instance, if we were invited to
them. Now you may say to yourself, 'How can I supervise? There

are so many things to do. I have so meny things to do now I don't
even have time to get out to visit schools.' Well, you have got to
establish priorities. Sometimes you will find this in the public
schools, where there is a rusic supervisor who loves his pupils so
much that he teaches them in all of his free periods and never su-
pervises. We've got to establish priorities and say what is the
most important thing and do it that way. In general I think you i
will find this: as your job expands you will need assistance and
when this comes, you will be able to expand the offerings there."
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Another new supervisor wanted "some suggestions about how a
junior high guide should be developed. Should it be around concepts,
or horizontally or verticelly, or what should the organi zation be?"
Reference was then made to the new New York State guide, Teaching
General Music.} Ohio's Supervisor added: "The Ohio Music Educators
Association has just published a guide for the teaching of music in
grades 7 and 8. The cost is $1.50 and it mey be ordered from Wayne
Remsey at Ohio State Uanlversity. He was chairman of the committee
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that worked on it. It's a very good teachers' guide, covering ma-
terials, etc. This is not the type of item thet would be published
by a state department of education. Tt is entitled Ohio Music Edu-
cation Association--A Guide to Teaching General Music.'

Connecticut's Supervisor, in defining his position, observed:
"In Comnecticut there is a clear and consistent policy in calling
me a music consultant, not a supervisor. There are no regulatory
functions at all, no legislation, except for the fact that we act
as the evaluating agent for the New England Association in second-
ary school evaluations. This means a consultant is on call. The
telephone rings most frequently in the field of general music. Ve
have a shortage of teachers in Connecticut and this is one of our
biggest problems." One of his compatriots, in discussing the "com-
prehensive music teacher," siated that the elementary classroom
teacher should "be able to teach the music by virtue of past ex-
perience, training, etc. and &lso by virtue of an in-service pro=-
gram that wculd keep him abreast of vhat's going on. Another
aspect of the comprehensive music teacher deels with the secondery
music specislist who sometimes is so thoroughly specialized in the
sctivities of that specialization that he forgets that other types
of music exist and that he also belongs to the school system as
well as to his area of speciaslization. In addition, curriculum and
public relations work also are important. Curriculum sezms to be a
continuing problem. One thing I think we can all do is call atten-
tior to what has been done in various counties. This could be very
effective."

West Virginia's Supervisor edded: "We decided in West Virginia
that we would not have only a federal program but that we would have
a comprehensive education program so a county system.could use all
supporting sources, whether they were federal, state or local, to
improve educational programs. Of the fifty=-five counties, we only
have sbout four or five which are not doing something with music.

So we feel at least they are iuvolved, although we do need to devel-
op strong local leadership. As part of this plan, it was required
that a county appoint a curriculum committee on music. In assisting
a county to develop a strong committee, it was found that quite
often the leadership was not available at the county level because
of the inability to find a person who had a thorough understanding
of the total music program end who was sympathetic to all portions
of it., Where we have strong leadership locally, the progreams are
very good. As part of our curriculum study we are not going to
bypass continuing education, because we feel that with the develop-
ment of arts councils we must leave students with a knowledge of
how to go to the communities end develcp arts programs et the com-
munity level. In conseguence, our state curriculum committee and
state department of education are quite concerned about how we can
develop leadership in the arts at the local level."

Alabama's Supervisor commeated: "The development of general
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music courses is a very important thing if we're going to turn out
literate citizens. It's quite involved. I don't think anyone has
the entire answer to the thing. The way general music is presented
will vary according to the community and to the background of the
boys and girls, but it is the last time that some of them are going
to have an opportunity to participate in music. I've been very con-
cerned with it in our association, which we call The Association of
Alabama College Music Administrators, in other words, music depart-
ment heads, which I organized back in 1950. As far as I know we
heven't done too much in our colleges with real courses that point
the way toward some clearer thinking and preparation for our people
vho are going out into the Jjunior and senior high schools. In Ala~-
beme the courses are elective end carry full credit. We have a
feeling that the colleges should teke the leadership there, so we
keep away from dictating the required courses as much as possible.
Sometimes I wish that we could do that but there always are, of
course, a certain mmbher of veople saying 'there ought to be a law!
vho are the cnes in favor of it if it doesn't bother them. We do
require four semester hours of music preparation for elementary
teachers and I think really the state colleges and universities re=-
quire no less than twelve quarter-hours, but we keep that at a mini-
mum. The time and preparation of the elementary teachers, of course,
has changed. It's improviog. However, in scme ways this physical
education program has caused more trouble than *Sputnik' ever did.
The great physical fitness program nationelly has had a tremendous
effﬁct on things. I don't know whet the future of it is going to
be.

The Supervisor from Texas remarked: "Actually I have a bigger
problem in Texas than general music. We're ebout to go to the Cal-
ifornia situation of mandated Spanish. Our state depertment has
recomended egainst it, but we can't rely on our legislature to
follow their recommendation. It is strictly *hands off' as far as
I'm concerned, or any of the other subject specialists, in regard
to talking to members of the legislature. General music will prob-
ably be my next project., We Jjust hired a young lady about three or
four weeks ago who is well respected across the state, and she har
stayed on the road in elementary music now probably half the time
since she's been on the job, which leaves me with everything from
grades T and up. There are so many problems connected with this
because music in our state is not a mandated subject anywhere from
grades 1 through 12. It is optional with the school and elective
with the student. I'm of the cpinion that this is the cutoff point
for too many children. 6th grade is the last music education meny
of them ever receive. Next to band I suppose we have more children
in elementary music than in any other area in our state. But I'd
like to do something about this. It has become almost an obsession
with me becausez in cur bulletin on standards and accreditaticn,
general music is listed as a prerequisite for any of the performance
organizations, grades 9, 10, 11 and 12. And I have yet to find a
school where general music is taught. Teachers for general music in
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Texas are out of the question because of money and time. So I feel
thet I'm going to have to go the 0ld route of relying on my band
and choral men. Another thing, unless I have an enrollment of
10,000, I can't get a textbook for gemeral music; if I don't have a
textbook I can't get an enrollment of 10,000." Offering a sugges-
tion, Ohlo's Supervisor stated: "My predecessor, Edith Keller,
worked very closely with the Federated Music Clubs and the Parent
Teacher Assoclation long before there was & state board of educa-
tion in Ohlo, to have those mothers, parents and others who could
influence the legislators, make it very positive that there was a
definite need for every child to have a general music education,

not general music, but a generel music education. And that's the
line we're taking in the Okhio Music Educators Associstion. T kaow
that is the line that is being taken by the Music Educators National
Conference, with all their meterials to define what it means for a
child to be generally musically educated. Then get those parert ore
ganizations and others who have the time, to get out and work to
meke things come alive ian their school. Any beginning supervisor
will miss the boat if he doesn't get in contact with the people who
can cause things to happen."

Pennsylvania's Assistant Supervisor noted that "a great number
of problems we're discussing here did not face me when I came into
this position, because I was hired to be director of the Title V
projects designed to develop a curriculum for the senior high schools
in Pennsylvania that would be involved with the total arts concept
that Howard Conant referred to, that is, art, music, dence and
theatre in a senior high school course. There were some problems in
the projects as well as some fine aspects. I was able to hire both
from the state and netioual levels pecple from all these phases of
the arts to assist in determining how this course should be struc-
tured and vhat should go into it, because there are very few areas
in the country that have thoroughly gone into the subject. Ieon
Karel of Missouri is probsbly the pionzer in thls area of allied
arts. The states are somewhat limited in this realm, although a
little has been done by scme. So I was faced with the job and prob-
lem of firding the test reople who could advise us on what we
should do within the realm of the course. This was a problem because,
with funding, I had about five months to get something going and
spend about 'X' number of dollars--I “hink it was ebout $70,000--t0
pay these consultents. I fcund that at first I was really afraid
of whether I would be able to get the kind of people who should be
coming in for the kind of money I could pay. But X solved the prob-
lem by rather fearlessly calling them on the telephone, speeking
person-to-person, and explaining the kind of thing we were trying
to do and asking them if they would be availeble during a week in
June to come and discuss this probiem and then perLeps form a com-
mittee which would function throughout this coming year. I was very
fortunate, and this mey say something to all of you--that sometimes
it's not the amount of mcuey you are sble to pay somebody, but the
kind of project that you're working on that will deteimine the kind
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of people who will come. If I could drop e few nemes to show you
thet these are not the caliber of people who come for, let's say,
sixty dollars a day, I was able to get R. Buckminister Fuller, the
Renaissance man, who designed the dome for Expo '67; Max Kaplen;
Bemnett Reimer; Leon Karel; and Howard Conant. In addition there
was anoth2r group of people in theatre and dance. As a result of
this we got our feet on the ground, but this again began presenting
other problems. I also found out that when I rau into a problem on
how to write a coatract for bringing people in, I had to go to vari-
ous areas in the state department to get the answers that I needed
to know. The answers were not to be found in one location."

Observed Pennsylvania's Supervisor: "Pennsylvania apparently
is the only state that requires 9th grade general music. In fact
some of our cities, notably Harrisburg, still have a 10th grade re=- i
Quirement in general music. Because of this reguirement there are i
about 44,000 students in Permnsylvazie taking general music in sec~
ondary schools. That means the preparation of a lot of teachers
vho are general-music-oriented, and this creates a real problem
because we import very few teachers at our salary schedule."

Dissemination of Current
Knowledge of Music Teaching

To the state supervisor of music logically falls the role of
disceminating information about music teaching. This individual is
in the unique position of knowing probably better than anyone else
what is going on musically in a state by virtue of his office and
his visits about the state. It was one of the objectives of the

- Seminar to ascertain some of the most important ways to disseminate
information relative to music teaching.

Raymond Thigpen, who presided over the session devoted to the
dissemination of curreat knowledge relative to music teaching, noted
in his opening remarks: "I think one of the most important things
I've seen heppen ia South Carolina since the Elementary and Second-
ary Bducation Act was passed is that one of the requirements in
all of the proJects is that some provision must be made for dissemi=-
nation of iaformation about the projects that have been funded. ;
I've seen school men for the first time look at themselves and j
others and ask, 'Why do we have to disseminate information?' And
I've seen scme of them try to decide whether or not the local paper
could carry an account, or whether a few interviews could be tele-
vised, or maybe an article carried in a statewide publication or
magazine that goes to all schools. I think we've all realized in
this process of trying to put out irformation concerning current
practices in our schools, that we have separated ourselves from the
public as well as from our own profession. We kave not called at- ;
tention to those things that would help us to upgrade the quality )
of instruction as well as arouse public interest and support for
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the kinds of things that we should be doing. I can see a healthy
awakening on the part of the parents and school boards who are
beginning to look and see what's being done in various parts of the
state, and it has brought about a great deal of support in my area
of work, especially under Title III projects. I think I've told
some of you this story about the first time we put in for a Title
IIXI project, that I had set wheels in motion to inform the finest
reporter, the arts editor of our state newspaper, vhat we were about
to do; and I had called together the organizations that were inter-
ested in participatirg in a festival of performing arts and we had
pictures of ballet dancers, a full picture of a symphony orchestra,
and a concert baritone. We had this press prepared with a full-
page story before we ever got approvel of the project. We had pre-
pered 125 copies of a Title III project, showing what it looks like
and how it was written. On the morning after we were notified from
Washington that it had been approved--the fcilowing day was a Sun~
day--the press carried s full-page story which went all over the
state. The ope picture that I had most prominent was that of the
school superintendent, who approved of this kind of project. It
Just so happened that this school superintendent was one of the
most influential superintendents among the school administrators,
and he was an @2x=football coach. So although I did all the work
and the writing, still the impact of that made parents and members
of music clubs all over the state sgy, 'If they can do that there,
why don't we do it here?' When we can get the public concerned in
any way about education, so that they want to do better things and
the kinds of things that we think are exemplary, I think we're
meking a step forward. Sometimes in the past we have thought about
the dissemination of information as a letter or memorandum from our
orfice to the music teacher. In most states there is the medium of
the state music educators megazine which can be used. One of the
things that has been beneficial to our state depertment in South
Carolina is the education emphasis program that goes to eighty-six
radio staticns in the state. Every time I can get a chance for my
three minutes on that, to say something about music in the schools,
I've done it. I have with me Dr. Alex Raley; who is Supervisor of
Music for the Columbie City schools. He will give you some sug-
gestions relative to the state music educators journal." -

Alex Raley then stated: "I don't think I need to tell you that
some of the teachers in your stste only read probably the MENC Jour-
nel and your stete magazine, maybe the state educators Journal it
they happen to get that. There'll always be those who are energetic
and will get the irformation whether you like it or not. They'll
come beat your door down to get it. Then there are those who just
simply won't get it if you don't put it right in front of them. I
happen to get copies of the state magazines from all over the United
States. One of the things that strikes me is that I can flip through
each magazine and feel that I have read it, and the reason is that
we get releases from all over the country. I read the releases when
I get them so the contents of these releases are familiar to me. In
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very few of the states--~I won't say which ones right now=--is there
any considerable amount of information from the state department;
that includes South Carolina. Yet a state supervisor who fails to
put something in the state journal is missing one of the avenues

that is most direct for the teachers who do read the magazine. I
have a friend who was the orchestra review man for the Tempo in New
Jersey the years I taught there. He got to feeling no cme ever read
those revisws. So one day when in a very jolly mocod, I guess, he
concocted his own orchestra piece, written by several different men
who happened to be music educators around the state. It was a rather
motley composition that calied for all kinds of bell ringers frcm
the physical education department and this kind of thing. He got a
bigger response from that than anything the magazine had received.
The teachers, in other words, did read it and this was about the
fourth item of the orchestra numbers that he was reviewing in all
seriousness. As a challenge to you, use your magazine. Doa't Just
simply have a little article about something which is merely chit
chat. A blt of chit chat to get their interest is fine, but go from i
that interest to something that you can suggest to help them out in

the classroom."

Ideas for morz effectively disseminating information were then
presented. One supervisor noted: "I think we should disseminate
information in our state Journals regarding statistical data-~the
number of teachers in a certain area, say the college level. Then
in ten years this can be referred back to, statistical data of the
kind that evidences growth." Another concept was stressed by Penne
sylvenia's Assistant Supervisor: "I'm in the process of developing
e Jilmstrip, tape recording compact method of the project involved
in this whole fine arts work. It seems to me that if this is done
professionally I cen s=2nd it out and have it used by anyone, and I
can probably get as much person-to~person dissemination by this
technique as by relying on someone reading it. We might explore
more of this kind of dissemination." A Western Svpervisor said:
"One wvay we disseminate information is what we call curriculum con-
ferences througnout the state. These are for administrators and
staff and we present new ideas about music. We covered over 800
administrators this past three weeks."

The presiding officer queried: "I wonder if in most of our
states there is some provision made by your office that calls
college music educators' attention to what's being done in the
Public schecols of your state? Do you have this kind of dialogue
going on?" Replies from delegates indicated that there was not much.
He continued: "We worked with college music administrators regarding
the sending ocut of a questionnaire to all music tecachers in the state,
asking them how adequately they thought they were prepared in terms
of specifics for the job they were doing. Colleges were concerned
with such things as more hours in literature of music, history of ]
music, theory, ensembles, etc. They were asked seven or eight ]
questions such as: 'Do you feel that you were properly prepared in l
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the area of practice teaching?' 'Did you fully understand what your
role would b2 as far as your relationship to the total school cur-
riculum?' ‘'Your relationship to the community?' ‘'Your relationship
to other faculty members in your school?' ‘'Were you prepared in
using the newer media for teaching?'"

Wisconsin's Supervisor said: "About three years ago we started
t0 meet with the administrators of the music departments of the
twenty-seven colleges and universities in the state. Two years ago
we selected a committee under the leadership ¢f Dr. Stanley Linton
and developed this document called "The Preparation of the High
School Students for College Intrance." This is going out to admin-
istrators and guidence directors in the state and gets rather specif-
ic. For example, it spells out an ability to hear. It's nothing
profound--major and minor mode, intervals within the major and minor
scale, performance skill, musical sensitivity and playing an instru-
ment, etc. Then it goes into such ereas as the minimum curriculum
offerings recommendesd fcr high school, the accreditation of high
schiool music courses, courses from the college standpoint. It is
the first type of unity we've had between colleges and public
schools on accreditation and whet the minimum progrem should be."

A recent appointee remarked: "Perhaps the most profitable informa-
tion that comes to me has been in the various bulletins and circulars
from other state supervisors. I'd like to hope that they would keep
coming in greater quantity. When we get in a position to reciprocate
I have that right on top of my list. These items, although they may
seem to be of very local and parochial nature, are very useful."

Turning to a related problem, Pennsylvania's Supervisor noted:
"One of the problems that I faced when I first came to the position
was that I didn't know who I was dealing with. Maybe some of the
new people have the same problem. I know that Mississippl end
Florida don't because they have very fine directories. Last spring
I didn't know whether I had fifteen teachers or 15,000, I found
out that I have about 2,400 and was rether disappointed. We were
able to obtain reports from the secondary schools and compiled them
in rocugh copy and sent them to each of the schools asking them to
correct the sheet and send it back. As of the moment out of over
800 school districts all but eleven have sent them back, which we
consider good. We called those eleven schools on the phone and
fournd them most pleasant--said they forgot it, but one superintende-
ent said it wasn't any of our business because all we were going to
do was hire his teachers. We will be publishing soon, for the first
tim2 in our state, a directory of art and music teachers, which will
be accurate as of now. We hope to keep it up-to-date." Various
other supervisors told about their procedures for preparing lists
of music teachers. GQuesticning the feasibility of »reparing these
rosters, one supervisor remerked: "I'm deluged with meny reguests
from various sources, and I question the ethics of having a list
available and sending everybody's name to everybody who sends in
and asks for it. I think some place somebody has to draw the line
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on vhere we send the lists."

Referring to another kind of inrormation, Mississippi's Super-
visor asked: "How many of ycu gather each year a list of all the
music graduates from all the colleges in your state? We do and send
this to superintendents, indicating their specialized teaching fields
and even sometimes if they state a specific location. Many superin-
tendents ask for this. My office sends a letter to all graduates
and informs them that they've becen educated in the schools of Missis-
sippi end we hope that thay'll feel that they should stay. I didn't
even know how many of them read it, but one boy called me and said,
'Have you got a job for me? I have just gotten your letter and I am
ready to stey in the state.'"

Discussion then turned to state music conferences for music
rversonnel, sponsored by a state department of education. Wisconsin's
Supervisor reported: "In September we held one for directors of
music in first, seccnd, and third class cities. That was one of the
most successful conferences we've ever held. Alfred Bleckschmidt
deserves the credit as far as thinking of this conference is con-
cerned. It was one of the most valuable things that we've done. I
recommend it very highly." Another asked: "Are there any states
thet underurite expenses for those conferences, that is, per diem
end travel?" Washingtoa's Supervisor stated: "We have two days set
aside for all teachers as part of the regular contracted year. They
are on Friday. We schedule conferences in all subject areas through~-
out the state. They get reimbursed for their time.” Added Georgia's
Supervisor: "The first thirty teachers who sign up for a very inten-
sive in-service program will have everything paid for. This is to
improve the quality of special music instruction in scme parts of
our state.”" The Superviscr from Massachusetts stated: "We set up
a special conference for elementary music specialists on a Saturday.
This will be extended to Junior high, tecause most of them are
unable to attend the MMEA. A letter is sent by the Commissioner of
Education to all superintendents of schools urging them to allow
their music specialists to attend because they do not attend any
other conferences. Tais is our way to get elementary people out ard
to disseminate new practices, things that we see goiug on in the
state that are fine. Otherwise they would not be atle to attend a
conference."

One supervisor asked whether the U.S. Office had any way to
sift out ESEA titles proposing music. Replied Harold Arberg: "This
is a problem with all the titles, particularly Titles I end V. The
titles were launched originally with some guidelines issued from the
Office of Educaticn. Then the states under Title V were required
to submit a list of priorities as to how they would strengthen their
educational systems. If they met with the general aims of the title,
the stetes were left largely to their own devices. I bave gore to
the Title V Office and reviewed some of these proposals. Vermont, a
state which is not represented here, had one of the most far-reaching
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concepts of an arts program of any we have read. They proposed a
complete program for the arts, ard staffing at the state level not
only in music, but theatre, dance, and poetry across the board.

But, we don't have machinery at the present time. Someone should
act for the Council who would underteke to get this from the states.
This is the only way you can do this."

In regard to another type of dissemination of information, one
supervisor asked: "ls there any way that each one of us could send
everybody else the certification bulletin now in effect? We've
never done that.”" Cene Morlau then volunteered: "If you can get
together, each of you, a quantity sufficient to cover the group and
send them to the office, we'll meke them up in packets and send them 5
out to each of you."

Several of the new state supervisors expressed gratitude for
the materials that had tesn seat to them by other state supervisors.
One of them said: "Anything and everything that you have sent has
been helpful and after being at this meeting I feel that I'm going
to put every persor in this room on my majling list, so what comes
out of our office will arrive in yours, also. I wish that every-
body would exchange materials like this. It would be helpful to
know what's going out of your offices in the way of publications,
to know whether we're heading in the right directica or not."
Another one added: "The publications of MENC, especially the re-
cent source book ard even more particularly Music in Gemerel Educa-
'l'.i.on,2 are the kinds of useful materials that we ought to encourage.
I think this will make people aware of the values of being a member
of the assoclation and see what the organization dcss. Going back
to a point we discussed earlier, about teacher preparation, I wonder
if perhaps we could make the suggestlon that because of the recent
appointment of a public relations person at our headquarters office,
that person might survey at least the state supervisors of music and
that we in turn might take some informel survey or struw iandication
of what the job market is like in our locations. Maybe we could
then come up with some kind of indication that there really is a
trend in the directicn ot more jobs than available personnel in
music. This is true in the instrumental field, which I didn't think
would happen. It was epparent to me elther that iustrumental teach-
ers travel & lot or are always chanrging jobs, or else that there
really were more of them avallable than there were jobs."

Noting a new type of training progrim, the Supervisor from
Kansas stated: "One of our junior colleges 1s putting in & new
course in musicel merchandising that we think is going to be help-
ful. The people who are going to be s2lling instruments will have
some training in playing them and understanding the problems as well
as Just being salesmen-~in addition to having salesmanship courses,
of course."”

2
See Bibliography.




Turning to another area, Harold Arberg said: "When I first
wert to the Office I found that they published an annual directory
called 'Earzed Degrees Conferred.' This is about two years behind
because it takes over a year to get the data in from vhe states
and another year to get it collatad and pushed through GPO. I was
concerned with the percentege of degrees coaferred in the field of
music, so I did make a five~year study of these. The percentage
total of degrees conferred in music, vhile increasing in music edu-
caticn versus sacred music or music, over-all is decreasing. We're
losing ground in the total number of degrees at all levels, bache-
lor's, mester's, and at the doctoral level. So I think it is self-
evident that we need to make a recruiting pitch. The second thing
that occurs to me==I spoke to you in terms of Title I people going
iuto administration--~there is with the emergence of arts councils
ard the emergence of local organizations now, a whole new field
opening w in the management of thesz organizations trai colleges
and scaool systems have donz for years, and done well, but is now
beving to be taken up at the community and state level, and there
is a need there. Welre doing some preliminery studies for the
possible development of curricula here, especially for training arts
administrators and management. While they might not become teachers
of music, they won't be lost entirely."

Returning to public relations, one supervisor observed: "I
think it would te wonderful if some time we could devote at least a
full day to discussing what we could do on a nationwide scale in the
way of public relations and presenting an image of music education
in the way that paysical education has preserted itself to the
public. ildren reed to be receivirg a general education in music
ard then we ought in some way to be telling what that mcans, if
possible doing it pictorially and visually as well as in brochures.
Trying to plan some kind of wholesale attack on this problem that
seems to be very greatly ours, and widespread, is important."
Another remarked: "You know these public service announcements on
TV, ten-second spots and so forth? If we cculd get that sort of
thing for muslec end music education it would be tremendous.” To
close this discussior, Arizona's Supervisor reported: "We're doing
this on a very limited basis in Arizoaa. We have a Title III project
vhich takes music into the schools, similar to the Washington project,
and some school systems will now accept these programs because they
are supported by goverrmert monies. So our Arlzoana Music Educators
Association took it upon themselves to have spot announcements on
television: ‘'Are yowr children receiving free concerts in school?
If not, contact your superintendent. They are available.' This
has happened in the last three weeks and the results already are
evident." .

Certificat_;.‘_tc_:g

Tae state supervisor of music probably is involved more directe
ly in matters of certification for music teachers than ary cther
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person in the state education department, especially from the stand-
point of specifics. Patterns and concepts of certification continu=-
elly change. Thus the state supervisor usually finds himself the
key individual in situations such as this. Among the states which
are in the process of revising state certification requirements 1s
Ohio. Marjorie Malone Coekley, Supervisor of Music for Ohio, dis-
cussed the impending changes at the Seminar. Her remarks follow:

We believe that 1t takes time to accomplish anything well,
and we are teking the time that's necessary and allowing our-
selves opportunities for maturing along the way. We have an
opportunity to change our minds as we g0 along, to finally come
out with something which is more adequate in the way of certi-
fication requirements than we do have at this time. If I were
to label my talk it would be "The Competency of the Music Teach=-
er for Teaching and Certification." I really would like an op-
portunity to excharge ideas with ycu because I believe each of
us stands to gain from an exchenge of 1deas and I do know from
the conversations so far that most of you do have a concern
about teacher educsation and certification.

First of all, in Ohio, we had & request from the certi-
fication division, which is mandated by the state legislature,
to certify teachers in Ohio. The request was to the Division
of Elementary sud Secondary Education, in which I work, to
meke eny recommendations which we felt were appropriate for
changes in teacher education and certification in music for
the State of Ohio. Historically the certification division
has asked the heads of college music departments, certain
ones at least, to meet and define vwhat is necessary in the
way of hours to be completed in order to be certified to
teach music in Ohio schools. The emphasis being on the fact
that the higher education group has made the certificaticn
requirements, not some persons who were unqualified to do
so=--the most qualified persons have already been active in
determining what the certification standards are, There
are four certification programs which are available to Ohio
prospective teachers. (Refer to Figure 1.)

Program Music Hours Required
Music Specialist 50
High School Certificate
Valideted for Music oL
Elementary School Certificate
Validated for Music 18
Elementary Classroom Teacher
Music Requirement 4
Figure 1

Q_hig_ Music Certification Programs
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First of all, certification has a general specialist,
end in addition to the general and professional education of
the student, he has a special education in music which is
contained in a fifty-hour music program. And if you'd like
to hear what those hours are, we can talk about thet later.
There's an opportunity for a person who has a high school
certificate to have it valldated to teach music on the basis
of a twenty-four-hour college mincr in music. These hours
are spelled out. An elementary school certificate holder
can have it validated, to teach music in the elementary
schools only, on an eighteen-hour minor music education
program. All elementary classroom teachers, to be fully
certified, must have four hours in music.

After we had been requested by the certification divi-
sion to make some recommendations, because apparently there
were some misundersterdings and dissatisfactions with certi-
fication, we decided that we'd just have to see what needed
to be done and who should work on this and how we could come
up with those recommendations. First of all we turned to some
statewide surveys that had been made by the Division of Ele~
mentary end Secondary Education end the OMEA, with which I
work very closely on practically everything in the way of
determining any policies that are followed by end adopted by
music educators. Some of the things that we found in these
surveys were as fcllows: classroom teachers are being asked
to assume responsibility for teaching music, with supervision
present occasicnally, but with a great deal being left to
them; music teachers, through their professional organization
and by their administrators, and by parents and so on, are
being expected to dn more teaching of music through perform-
ance; and, general music educetion has oeen supported by the
State Department of Education for every student in Ohlo
schools. This requircment of a general music education for
all students, and then supplying +the teachers who can and
who wish to accomplish it, presents something of a problem
that we need to be working on. The use of new media for
teaching, certainly the encouragement of the relatedness in
the arts and humanities core classes, and things of that sort
that are springing up all over Ohio in various schools, flex-
ibility in scheduling, use of TV for teaching, and so onm,
were areas of concern that seemed o indicate that the music
educetion program for the prospective music teacher needed
gsome rethinking and possibly some changing, or new require-
ments for certification. We haven't really come to the
place where we've made any recomeendations at this time.
We're still studying what they should be.

First of all, then, after sesing what the conditions
geem to be in Ohio, we tried to see which people should be
involved in this. We reslize that a teacher is produced not
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Just in his college years, but that the high school and even
the elementary school background of that student pley a great
part. His teaching by speciel applied teachers outside the
school is important, as is his in-service education after he
goes on the job, and his association with his professional
orgenizations. All of these kinds of activities contribute
to the effectiveness of the teacher. So we want to think of
this as a cooperative study of all the pecple who do produce
this eflective teacher, and a study which would be partici-
pated in by high school, elementary and college teachers, su-
pervisors who work with teachers in-service, and certainly
involving very heavily those in the professional organizations.
We thought that it was a necessity to identify and study cer-
tain problems.

One of the problems was the variation in interpretation
of the current certification standards. For example, we have
one requirement which is for functional piano. I don't know
if that means anything to yo.. It doesn't seem to mean too
much to a lot of people vhen they've begun to look at it and
interpret it. What is really meant by that is functional
pienists. To have a two-hour requirement in this was very
disturbing to many people-~-applied music teachers at the col-
lege level. But it just simply was interpreted so meny ways
and in some cases it was left out entirely unless under a
different category. ’

Another thing we needed to know was which of these com-
petencies are esseantial for the music teacher in todey's work
at the various levels and with the various responsibilities
that music teachers have. The third thing we needed to know
wes which of these competencies should be guaranteed by certi-
fication requirements. How much flexibility do we need to
leave after we write these certification requirements, vwhat-
ever they may be? How much flexibility should there be in
the interpretation? And a fourth thing we wanted to know was
where there are innovative practices going on and vhat things
we could be learning from one enother if we go into this co-
operative study to determine what's going on in music teacher
education today. .

At present I'm the only one in music, but the State De-
partment of Education maintains a very close association with
the Ohio Music Educators Assocletion. In this group of prof-
fessional people there are a number of committees at work at
all times. There are committees in research, curriculum, and
in elementary, secondary and higher education levels. All of
these different groups were called upon to act somewhat as
task forces to ccme up with the answers to these questions
that we have just rosed. Mary Tolbert was made co-chalrmen
of this project. She is at Ohio State University and was
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chosen by the Ohio Music Educators Association to work with
the state department on this project. What have we done s0
far? This is vhat I would like to tell you.

First of all we sent out questionnaires to the heads of
music departments throughout Ohio colleges and asked them
how they were interpreting the certification requirements.
It was most interesting to read the replies. The number of
hours varied in the music specialist program from fifty to
seventy~-four, Now I probably should digress right here
long enough to say that most of our work so far has been
with the music specialist program and with the program of
music for the elementary classroom teacher. We brought
those heads of music departments together in Calumbus, which ;
makes it aebout 150 miles for anyone to drive from any corner
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of the state at the most. There we discussed their under-
standing of these requirements and what they felt should be
changed. So we went to the persons who were responsible for
carrying out the directions of the certification division
for it. We went to others later. We found that there was
a wide divergence in their interpretations of what these
standards meant. There was a feeling among many that they
didn't know where they came from in the first place. So
this was nmy duty, to let them in on the secret that heads
of music departments had set up these certification require-
ments in the first place, and from then on it was quite a
1ot easier for us to work and talk about what they meant
and what changes needed to come about and so on. Then we
began to talk about how we would define or how we would set
this up as content, what these certification requirements
would mean when translated into what the student learns or
how he becomes competent through completing these hours.

Right from the beginning, two big questions arose and
they have permeated what we have done throughout. One of
them was this. Are we going to talk about quantity or are
we going to talk about quality? Or can we talk about both?
The big impression et first is always to say we need more
hours, but in our first conference we put a line through
that idea to a certain extent, because we felt that if we
Just talked about more hours it would beccme something
that hes to be involved with power to pressure, and trying
to get things done one way or the other, possibly by subter-
fuge. We felt that it was important to deal openly and in-
telligently and to talk about what the teacher needs to
learn. Then if it takes more hours, we must recommend more
hours. But if it doesn't take more hours, then it would be
rather ridiculous to keep insisting on more hours. But if
we don't go to mcre hours, then it probably means that we
have to change the way in which we do things. Perhaps we
need to change ways of teaching and cut out some of the
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content that's no longer relevant.

Another question that haunted us throughout, and it
keeps recurring and I heard it come up here in our discus=-
sions, is are we educating a generalist or a specialist?

Now I believe that thrcughout this study we have restricted
the idea that we ares producing-=-trying to produce--a
generalist-specialist, a person vho has a broad, general
music education that mekes him a person who can communicate
with all other music educetors, a good, sound general edu-
cation that makes him eble to communicate with the general
public, with the administretive forces in the school, with
his co-workers wherever he may be, and also with his students,
who are certainly generally educated people, or ere trying
to become them. So first of all we want to assume that
broed, general base. This is what the heads of music depart-
ments were trying to do twenty or so years ago when they
deternined whet things should be included in the specialist
program. They said fourteen hours of applied music~~twelve
or fourtcen~-and ten or twelve of theory. This should be
the minimum emount. They wanted at least four hours of
music history; at leest two of functional piano, at least
four of performence in various kinds of groups; at least

two of conducting; at least two of class voice; at least

six of instrumental music; and at leest six of music methods.

Now as we have proceeded in thic study, we've changed
those labels so that they would meen more. We've tried to
translate, as a group, into more meaningful language what
it means when you talk about music theory, applied music,
and so on. And we've got to translate that so that it is
for the purpose of teaching in the public schools and in
the colleges.

We had a statewide confercnce to which 106 participants
came without any pay. Tae chalrmen of this study, Mery Tol-
bert and myself, e2d the president of the Chio Music Educe-
tors Associstion and & number of other persons who are loca-
ted there in Columbus; prepared a digest of the litereture
that we could find. Much of this was based on the writings
develcped by the Music Educators National Conference in
Source Book II,3 and materials that applied to the educa-
Tion of music teachers. We sernt this to all participants
long in advence of the ccnference and insisted that they
have it ready for discussion when they arrived. Then the
committees were formed under five headings. (See figure 2.)
Out of the 106 pecple, we had one group that was to make

3Refer to Bibliography.
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recommendations on the basis of several things. The first
erea concerned historicel expectations for the music teacher,
what we should require under the heading of Music Literature--
Cultures, rather then the old requirements of music history
or music literature, or whatever it would have been called.

fle felt the student needed to know more ebout literature

and cultures because humanities are releted to so many more
areas in addition to music.

Music Literature--Cultures (history)

Basic Musicianship (theory)

Performance Competency for Teaching (applied music)
Educationsl Insights and Techniques (methods)

Music for the Classroom Teacher

Figure 2
Music Competencies Needed By All Beginning Teachers

A second aree of study was Basic Musicianship, our termi-
nology for music theory. Performance Competency for Teaching--
we used this language rather than applied music beceuse from
the research that we were able to examine at that time, and
this was for an early conference, it was very evident that
the researchers came up with the information that so frequent-
1y under the term "applied music" & great deal is donme vhich
does not necessarily funuel into competency for teaching.

It's given for a different purpose; it's given by persons
who possibly are not ready to assist a student in using per-
formance competencies for teaching. If you recall the
writings in Source Book IL about it, Dr. Mursell made quite
a point of applied music having for its purpose, and being
channeied in the direction of, performance competency for
teaching. Then, Educatioral Insights and Techniques wve
brought forth from the old terminology of methods--music
methods. And last, Music for the Classroom Teacher. So
these five groups met all day and worked very strenuously
to come up with their recommendations. One of their recome-
mendations was that they needed more time.

They had assignments to take home, and the chairman of
each of these cormittees had to report the results, plus their
examination of additional literature and examples of research,
at the state conveation which was three months later. As a
result of taat we knew that we still needed to do some more
work. So we turaned to the research committees of the Ohio
Music Educators Association and they took some of their funds
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and paid a graduate student to list the definitive ideas vhich
were cortained within research which was drewn from the Ohio
State Cooperative Research Project.

After about five months we came up with vwhat we consider
the teacher competzncy model for testing. Ve don't say this
is a model to be accepted, but it’s a model that needs to be
tested ageinst the opinion, experience, and background of
music educators in Ohio schools at all levels. This compe-
tency model we finelly determined should include Jjust the
basic competencies that would be needed by any music teach-
er in the state, since this is what certification in Ohio
at this time is still dedicated to producing. Now we may
go in the direction of an overlaying specialty in difrerent
areas later on in this study. But at this time we felt that
our first task wes to have e model of basic competencies for
everyone., We tried for a Title V projact in this, but a
number of factors did enter into the fact that it wasn't
finalized within this year so we have gone shead with 1t
regardless, and possibly wa'll look for something of that
kind in the future. But it is always encouraging tc know
that funds are available and if they aren't eppropriated
to your area at one time, certainly they will be at another.

We gave this competency mcdel as a questionneire to the
Ohio Music Educators Association’s Board of Directors. We
gave them thirty minutes to work out this thirty-six-pege
questionnaire. What really came out of those somewhat se~
lective Ohiowide personalities and teaching roles and so on,
was that most of them felt that almost every competency on
there was quite important; some were relatively less impor-
tant and a few they felt were not important for the begin-
ning teacher. It was most interesting to obtain informetion
from that group of sixty-five people.

Then, at the 1967 conventicn we presented this model to
a larger audience. We sent ancther letter to all heads of
college devartments, to music supervisors throughout Ohio.
They again reacted to this because vhen you deal with some-
thing like certification, this is something that tekes some
reacting, and many people are willing to react. One thing
we found as we have taken this over quite a span of time now,
is that we are beginning to come to some sgreements that we
didn't have in the beginning, without any stress or any
pressure or anything, but just bty telking and by examining
issues such as the generalisi-specielist ideeas, not contro-
versies or whether we should be considering hours or com-
petencies, or what a music teacher really needs to know.

Wle have come to some arees of disagreement, so if it
never goes into a certificaticn requirement, we've grown.
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Now to me this is a supervisor's job, to help people to grow
on the job. Whether it finally comes to any kind of printed
form or whether it doesn't, I feel the most important part
will be the growth that hes taken place long before there are
any changes in requirements. Now, at our state convention=--
Jenuary, 1967--Mary Toibert did present what we have done,
similar to the presentation I have mede to you. Then she dise
tributed this competency model to all vho were present and
asked them to react to these competencies. Agaln it was most o
revealing to see that many people there agreed that almost
everything that's on the competency model so far is high in
{mportance. She read some quotations from The Real World of
the Beginning Teacher, which is one of the new coaference
publications.

These ere the ideas that were given prominence: One
that, from The Reel World of the Beginning Teacher, some of
the important considerations are: Certification is for the
purpose of protecting children from incompetent teachers.
Second, it is essential for teachers to be liberally educa-
ted as well as specially educated. The most serious need
in teacher education is not more hours but better quality.
You see how, coming late in the study, these have been ideas
that we had finally resolved for ourselves. MNow we begin to
see them given some kind of support from the NEA publication.
The arts should be returned to their rightful place in educa-
tion. There is incongruity in the college major and the sub-
jects taught in the schools. There is wide discrepancy in
theory and practice in the field of music educeation.

In our seccnd session we had Marguerite V. Hood from the
University of Michigan., 5She represented the Music Educators
National Conference as Chailrman of the Commission on Accredita-
tion and Certifiﬁation. The work of her committee appears in
Source Book IJIT.? Some of her emphases were: that those who
set up certificetion requirements should understand the role
of the teacher and defire the competencies needed. Te vari-
ety of demands on music teachers from school and community
make it very difficult fnor colleges to plan progrems cf teach-
er education. The variety of demands on the music teacher
meke it difficult to plan a program thet will meet the needs ;
of all without thesa overlays of speciality. The citizen and f
the community expect the music teacher to be able to function
in a variety of musical situations. We send out music teach-
ers who can't play the piano. The studeats should have early |
and competent guidance and should be prepared to meet college
entrance requirements for & music educator. As far as Okio is 3
concerned, we do have a program vwhich is entitled "The Music

b efer to Bibliography.
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Major at the High School level.” The student who graduates
from Ohio schools, or at least a schcol vwhich is approved to
offer a music major, can have a three-unit major in music in
lieu of one of the other majors tkat he ordinarily would elect.
That person must have & balanced music education, though, if
it is to be considered a major progrem--some instrumental,

some vocal, and academic courses in music, at the high school
level.

One of the other ideas expressed by Dr. Hood 1s that it
1s importent to determine as early as possible what the student
must know in order to be competent in his first year of service,
beceuse you don't went him to fail ir the first year, and you
want to encourage him to go on being a learner. Another is
that it is imperative to save learning time by knowing what
the student will be expected to know aud do on the job and by
teaching these compaitzncies in the most direct and efficient
pagner. She dild stress the importance of efficiency, which
I think we have come to stress greatly. The last ides was
that music educators who attempt to define compstencies for
future music teechers should not permit thewselves to be on
the defensive concerning their own competencies. In other
words, though all these things mey not have heppened to us,
we hope to encourage those who enswer questionnaires to look
at this in an objective way ard to decide what needs to be
konown, regerdless of whether they know it or can do it at the
time. We do have a competency model. ready, but I won't discuss
that with you now.

A question and answer session which followed was initiated by

one supervisor, who stated: "This interpretation of cultures 1is
interesting. OCould we hear some of these that are listed under
music literature, for example?" Marjorie Coskley replied:

The three questions that the participant will answer on
this questiorraire are these: 'How important is this competen=-
cy for all beginaing teachers?' In another column he will
answer: 'Fow important is this competency as a foundation for
your present teaching role?' And in a third column he will
react to the question: 'Waat change in emphasis in the present
education of beginning teachers would the development of this
competency require? Does this need more emphasis, less empha-
sis, or don't you know?' Under Literature--Cultures, then,
they would react to these competencies: (a) Ability to recog-
nize orelly representative literature of variocus designs, styles,
historical periods, and composers and to use them as resources
for teaching music in schools; (o) Ability to recognize and
discuss the principles of primitive, Greek, and non-Western
music cultures; (c) Ability to study and discuss representative
scores as examples of the evolution of the art of music in the
Western world; (d) Ability to discuss the design and style of
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representative exeamples of vocal and instrumental music, and
to epply this knowledge to the teaching of music in the schools;
(e) Ability to characterize the leading composers and to be
abie to relate them to the artistic, historical, econcmic and
political era in which they lived; (£) Ability to use the correct
terminology related to music 1iterature--culture in discussion,
in performence, and in teeching; (g) Ability to present orally
and in writing a substantive ceritical review of the perforr-nce
of music of various forms end styles; (h) Ability to recognize
and select the authoritative editiocn of the works of major com-
posers for performance and teaching; (1) Ability to select the
standerd biogrsphies, reference works, and histories of music
for personal use and reference libraries. Another section of
this under Literature=--Cultures, Understandings in the Humeni-
ties, has these subheadings: (a) Understanding of principles
of form, design, stylistic pattern, and comparative historical
development in related arts; (b) Ability to make discriminat-
ing judgments concerning significant experiences in art, drama,
litersturs, and dance; (c) Understanding of the influence of
current forces on the cultural activities involving music;

édg Understardirg the impact of all types of music on soclety;
e) Ability to recognize the derivation of primitive and folk
art and the uses of these art forms in contemporary soclety;
(£) Understanding of how involvement in the creation of an

art experience relates to sesthetic response. These are the
competencies listed thus for. Some will be accepted widely,
others will not. Some, I presune, will receive negative re-
sponses. Under each one of these we have listed competencies.
These have been done hy ccnmittees of the membership of the
Ohio Music FAucators Association.

One supervisor raised the question of what teachers need to be
certified in these words: "in Title I projects a lot of part=-time
teachers and consultants and teacher aides are beilag hired. Maay
of them asre not certified and this 1s causing problems in our state."
Several indicated that the same situation existed in other states
slso. New York's Supervisor noted that: "One of the problems in
our state is that in the new certification requirements for general
elementary teachers, effected three years &go, there are no specif-
ic requirements for music. Now it stands at twelve hours iu the
arts and humanities. As a result, our teacher training institutions
are gradually phasing out the 0ld requirements and putting them on
en elective basis for classroom teachers. I can see the results in
our schools and there are two good reasons for the trends which seem
to be taking place. The trend 1s that specialists in music are doing
more of the teaching and classroom teachers are doing less. One
trend I've already implied--namely that the training of clagsroom
teachers is not including music as much as it shoild be. And the
second trend, or reesson for 1t, seems to be that in my visitations
with elementary school principals I £ind that they are becoming in=-
creasingly concerned with giving the classroom teacher more time off.
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They find that art and music can provide an expedient in grenting
relief to this teacher or that teacher, and when this happens there
is this criss-crossing. There seems to be a trend for the classroom
teacher to leave the room when the specialist comes in. If this
continues I'm going out on a limb to say we've got to have a lot
more done by the specialist, and I will concede that if it is the
trend, if the speciallst can come into a classroom at least three
times a week for three half-hour sessions a week in gredes 4, 5,
end 6, and perhaps a little less time in the lower grades, then

we still can have & very effective program, and try to encourage
classroom teschers to hendle more of the appreciation and things
we can get through Title IIT and other titles where we can get
books and records. let them handle the appreciation more and more
and the specialist more and more skills."

Another supervisor stated: "We have rather large school
systems in our state and they are efficiently operated because of
size. TFor that reason we have seen a definite trerd in the direction
of specialist teechers in music, and it's elmost an average now of
once or twice a week. In one of our very largest and best school
systems, music teachers are in the elementary classroom three times
a week, a half-hour each time, and they are totally responsible for
the music program. At a meeting last week, I thought I would never
hear this, but the supervisors in that area of music said that this
is becoming & problem. They wish that we had some kind of a combina=
tion of an optimum of perhaps twice a week, with classroom teachers
carryirg part of the load because they feel so isolated now and so
departmentalized that they are not sure that this is good, and what
we all thought we would like to achieve has really turned out to be
a utopia.”

Turning to another topic, a supervisor said: "We're beginning
to move in the direction of middle schools in our state and I was
wondering what effect this has had in New York State on grades 5
and 6." Replied New York's Superviscr: "I'm all for it, in the
few schools where it has been established--~there are a number
coming and more on the drawing board. There has been a sort of sep=-
aration of the music in elementary school and in the junior high
school. Now with this middle school coming in you have the same
features, let's say instrumentally, for one thing, that's a good
place to start. Now you will have instrumental teachers who will
have the pupils in grades 5, 6, 7, and 8. You'll recruit in 5th
grade and carry them on through 8th grade. Whereas before, we got
thex'l'x in junior high school in 7 and 8 and they hadn't been recruit-
ed.

Asked another: "Are the middle schools in New York modified
elementary schools or do they have real specialty rooms for music,
gs the junior high echools do?" He was answered: "Usually I would
say that a special room is provided in the middle schcol. That is
one of the adventages. Down in the lower gredes, very often, it is
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mostly taught in the classrooms. In the middle school they're pro-
viding a special room and the teaching is done by a specialist, with
relief for the others. Remember, however, I've always said, and I
think I shall continue to maintain that the best programs exist in
the schools where there is a sharing of the program between the
specialist and the classroom teacher. Where you don't have this
sharing, you still don't develop the attitudes."

South Carolina's Supervisor related that there were three dif-
ferent certification programs in music education in his state;
namely, instrumental, choral, and applied emphases. He steted: "It
has not posed a problem on account of the curriculum we have in our
state; but when you have a different kind of curriculum and different
things being required in the high schools, it would seem to me that
certification of teachers ought to be considered at the time curricu-
lum is being structured. Last year, as £oon &8 T got to the State
Department of Education, our college misic educators, chairmen of
music departments, were concerned that the state's requirements for
music teachers did not have enough music specified. The first thing
T did was to go to the certification depertment and ask them how to
change our requiremerts. We have a statewide teacher certification
council which makes recommendations to the state board, end they
undertook a study which, if it had been approved, would have required
ten additional hours of music courses for college music majorse=vwe
now have forty-five."

The problems and duties of the state supervisor of music
discussed at the Semizar, and covered in this chapter, seemed to be
such that meny individuals felt they hed received some concrete
suggestions; in other instances the problems were of such magaitude
and scope that answers could only hope t» be found at the state
level by each of the individuals involved with knowledge about
conditions in his state.
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CHAPTER FIVE

AUTOMATION AND THE MUSIC EDUCATOR

One of the newer areas which has some import for the music edu-
cator in the near future is that of utilizing electronic computers.
With this thought in mind, two consultants who have been involved
in computer applications to music were engaged to appear at the
Seminar. The Project Director realized that not too many of the
state supervisors of music would be in a position to personally
utilize digital computers, but it was deemed important to familiar-
ize them so that they could be kept current with this development
which is being utilized more and more in state departments of edu-
cation. This presentation was divided into two phases. The first,
"Introducing Digital Computers," was presented by George W. Logemann,
and the second, "Computer Aids to Music Bducators,”" was given by
Jan LaRue.

Introducing Digital Computers

"My Job is to present to you certain aspects of general nature
about the computer," said George W. Logemann in his opening remarks.
He continued: "I will tell you vhat things the machine can do, how
it would go about, in particular, representing music, and some of
the problems that one would have to overcome in.order to make the
mechine solve the problems that one is working with. I think that
you will see the basic organization of computer problems has two
aspects. One is the material that one is working with, generally
we will call this the data. On the other hand we have the operations
that one wants to perform upon the data, which is the program. With
that introduction, I will begin." His position paper "Introducing
Digital Computers" follows:

What is a computer? Basically a computer is a switching
mechanism to automatically manipulate symbols. What sort of
symbols does the machine manipulate? Observe that in Figure 3
there are three lines of symbols. This is one of the standard
symbol sets that computers work with. It consists of letters,
numerals, and special signs. The little "b" in front repre-
sents blank, since sometimes if you are writing out a para-
graph you want three blank cheracters indented--hence blank
characters occupy space just as the other 48 non-blank charac-
ters do. These are symbols which the computer can manipulate.
It is a switching mechanism that runs automatically.

To see how this works I think we ought to look at the
diagram in Figure 3 which shows the logical organization of
a computer. The arrows represent the way informstion flows
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between the parts. At the hub of the machine we have what is
called the Central Processing Unit, the CPU. This serves the
computer as the nerve center. It's more the reilex action part
oi the brain. It contrcls all of the functions but has no facil-
ity oi its own. The symbols that one works with are stored in
the memory. Symbols cen be communicated to and from the memorye.
The memory is essentielly like & blaclboard: a blackboa-d is a
fo.m of memoi’y. It's a place where symbols can be sto-ed and re-
trieved on command. All memories--you've probably heard about
binary numbers and you've seen flashing lizhts on computers--

all of these things are just various ways, or the physical ap-
paratus that is used fo:r holding the inrormation. But the memory
is basically a storage erea in which the symbols that the machine
is operating on can be stored.

Now the other half of the problem. In addition to the fact
thet it cen hold symbols, and it can hold symbols as memory, we
say that it can menipulate symbols. Now vhat kinds of operations
would one want to do in manipulating symbols? Well, certeinly
some symbols represent numbers and one would want to perform
arithmetic, so a certain form of symbol menipulation is arithmetic.
Other forms of manipulation include alphabetizing and maiing
decisions as to whether or not two particular character strings
ere equal. If one hes a list of authors' names, the problem of
scanning down the list of authors' nemes, looking for a particular
suthor, is a question of symbol menipulation. So we have the
question of alphabetizing and searching. When one prepares &an
output sheet, the document with the sentences neatly typed out,
that is also a form of symbol manipulation. In this case the
symbols are extracted frcm the memory of the computer and then
sent to the output medium. The idea is that there are manipula-
tions that must be performed and these manipulations are generally
governed by what are called the logicel units of the computer. So
that if the computer has symbols stored in its memory, the Central
Processing Unit can ask questions about the symbols by going to
the logical units which essentially perform the symbol operations.

Now there's a problem. Here we have a completely closed
system. It can't communicate yet with the outside world. So
we have to use devices for getting the symbols into the machine.
These devices are classified into what are called input devices,
end they are the sole means of getting information into the
computer. The input devices depend a great desal upon the form
in which the symbolic information has been prepared. Generally
speaking, we punch IBM cards. I'm sure that you've all received
bills of one sort or enother that have punched holes in them
and you are femiliar with the idea oi a punched card. The holes
on the punched cavds are & code for the symbol and therefore
ii we prepare cards with symbols on them we can iead these into
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the memory of the computer by the Central Processing Unit. So
input devices include card readers. It isn't necessary to
simply punch cards. One can actually type directly into the
machine.

Another major form of input is typewriters. A third form
is magnetic tape. These are the principal forms of input
devices. Magnetic tape is a high speed way of sending inform-
ation to the machine. It usually has to be written either by
another computer or by the same computer at an earlier date.
Other input devices exist which are of interest to us partly
because we have to work with music and music does not fall
easily into punched cards, typewritten symbols, or digital
magnetic tape. There are such devices as optical reading in-
struments which currently are capable of taking typevwritten
pages, scanning the page and translating the characters of
information directly into the computer. This is & great saving
because the input can be prepared on an ordinaxy typevwriter,
sey one of the new IBM models with a selector cloth. Other
types of input are vwhat arecalled light heed and light pad de-
vices and optical display devices of this sort in vhich a per-
son can draw a picture on the face of a tube or on a sensitized
pad, the impulse of which can be communicated to the computer.
There are cpecial keyboards and button bogrds of various kinds
that one can build and buy which also are methods of sending
symbolic information into the memory of the machine. We'll get
into some of the ones that apply to music later.

On the other end of the machine we need devices which

vices. The standard method, for example, is the line printer,
which is a device which is capable of printing about 100 to
150 characters of information at a time. They can run up to
speeds of a thousand lines a minute or so. But one generally
doesn't work quite that fast. This is the principal way of
getting material from the machine. Other ways, of course,
would be the complement of these three devices. We would have
a card punch, or we can use our typewriter, or we can use mag-
netic tape again and cther magnetic recording media. Other
types of devices that would be of interest to us, other then
musical devices, are the notion of an optical printer or an
electrostatic printer. These are devices which, instead of
using a mechanical piece of type that is flapped against the
paper--and that is how the line printer goes at its rate of
600 lines a minute--electrostatically print a character, much
like a character is printed on the face of a display tube, only
this medium is recorded directly on the paper. These devices
can go quite a bit faster than the mechanicel devices and are
currently being developed. You can buy them for special uses.
Stromberg Carlson mekes one that can be put on the larger
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machines. Also we have the display scopes which are television
tubes that can have pictures drawn on the face of the tube under
computer control. One could draw the staff, the clef signs or
one can actually place the notes then cn a displey screen. If
one would like to have a hard copy rather than a display, one
can taie pictures of the display with a polaroid cemeia. There's
a xerography process that records the display information directly
on the paper, o- one can direct a pen to draw on paper much the
same way that the electronic needle is directed to draw on the
face or this tube. One can draw a picture using what are called
platters. These are set relatively slow and the output is of
rather inferio: quality, since the picture must be drawn as many
little rectangular line segments and it looks kind of like a
person, if he is drawing a diagonal line, is very nervous, because
of the wavy line. But the point is that the computer can draw
the picture and this can be a way of quicly reproducing musical
notation or perhaps other graphical information. So here we have
the machine itself. It has devices which will send symbolic in-
formation into its memory. It has devices which will manipulate
informetion as it stands in memory, and it has devices for com-
municating results.

Also we usually need an area called auxiliary memory, which
corresponds to the big megnetic tape drive that one sees in the
background of movies. The machine's own memory is a high speed
device. It can take characters out of its high speed memory in
terms of microseconds--millions of characters a second. But the
memory is expensive and small. Therefore, one has the equivalent
of scratch paper, or reference volumes, which can be stored in
auxiliary memory, and I've put down on this chart (Figure 3) that
the two uses for auxiliary memory are such things as libraries
and dsta benks. One could have one's compleie files of symphonies
and other musical scores on magnetic tape which would then be ;
ready, which would then be attached to the computer in its aux- . 3
iliary memory. Then the Central Processing Unit can direct that ;
certain parts cf this library be brought in for processing, de-
pending upon the particular question that you have.

That leads us to the second half of the programning problen.
We've talked about the fact that there is such a thing as dats,
which is held in memory. And we've telked about the fact that it's
basically in symbolic form. How does one tell the machine what
to do? How does it go about doing this? The general idea is
that the machine, in addition to holding data in its memory bank,
holds its instructions in the form of a program. So the program
for a computer is the set of instructions in the form of a pro-
gram that it is to perform. These are usually communicated to
the machine in one or another language, and such languege as the
nemes that one hears depends somevhat upon the type of problems
that one is trying to solve. The languages of general nature,
which one could use not only for prcblems in humanities but for
problems in science, are such languages as Fortran and PL/1.
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However, as we will see, there are more specialized ways of rep-
resenting information in the memory of the machine and these then
require more specialized languages such as SNOBOL and SLIP, which
are list processors, and when oune gets down to it, one can actually
write languages which are directly geared towards problems arising
out of music, which the MUSE language represents. We will discuss
that when we get to music in particular. In summary, the computer ;
is an automatic symbol menipulating device. The types of manip-
ulations that it is to perform, the instructions for it, are held
in the memory of the machine and the symbols upon which the come-
puter is to perform these operations are held in the memory of
the machine.

Now let's talk about what we would want to do, the kind of
data we would want, and what kinds of programs we would want if
we were working specifically with music. It's very easy to work
with words end numbers because the machine has symbols that rep-
resent them. It has letters so an entire text can be fed into the
machine. It has numerals so one can work with numbers. But if
we're going to work with music we have to have some way of commu-
nicating either the score itself, in its symbolic form, or we
have to have a way of communicating the actual sounds to the ma-
chine. The machine can do these two rather different things.

I'd like to give you en idea of how we'd go about doing it.
If you look at Figure b you will see a rather simple piece of
music. What different people have done is develop names for the
various languages. At Princeton the languages are called LMT.
Plaine and Fasie was a code developed by Prof. Brook at Queens
College. We have developed this into AIMA, which is Alphanumeric
Lenguage for Music Analysis. This is a language for symbolically
representing musical scores. We have included in AIMA a technique
whereby any symbcl that is printed on a musical score cean be coded
if you so wish. The particular one we have here is relatively
simple. You can notice that the TS 3/h in parenthesis under alpha-
betic code represents time signature. If you have other signatures
of various kinds, tempo markings, metronome markings, they can all
be indicated the same way--in parenthesis with some kind of symbols
representing what the particular informetion is. Here TS stands
for time signature. You might have MM for metronome marking, and
so forth. Then we have a string of symbols, you'll notice the
slash represents bar lines, since there is a slash in the middle
and a double slash near the end. The rest of the symbols repre-
sent the notes in a rather simple way. Numbers represent dur-
ations. Letters represent pitch. The prime, the apostrophe, end
the double quotation marks represent octaves. You'll notice that
the E E dotted quarter notes come after the first slash. There's
e b dot representing the dotted quarter, and the dollar signs
enclose two symbols, one is apostrophe E, representing the first E
on the bottom line of the treble staff and the double prime E rep-
resenting the fourth space. The dollar signs indicate that the

67

(€) o . - o et e e e man . o e ——c—




Music

staff Notation:

| _
v , ‘
Ibl ‘
N'/ l.
[ e // e ‘
\i;é’ 7 e ,

!

Alghabetic Code:
(s3/4) 4E X B /U, $ 'E g $ 8 - 4-//

Numerical Tables:

Pitch b 8 11 b 16 1000 1000
Stert Time .0 .25 .50 .75 .7'5 1. 125 1. 25
Duration 2 25 .3

List: &3 '73 kh'a)/$ - @

Sound
Analog Voltage: /

2T 7N /

Numerical Teble:

-105 "075 060 085 0. -lol "'1-0 -035

Figure b4
Data Represeatation

-68-




two notes are played together as a chord. Afterwards we have

8 hyphen, 4 hyphen--a hyphen represents a rest. So we have sym-
bolie information and I think you can see that putting together
simple symbols of this sort would represent complete musical
SCores.

Now one could store in the memory of the machine symbolic
representation of scores using this type of notation. This might
be useful for certain purposes--for bibliographical, if you want.
It can also be a convenient intermediate form in case one wants
to do a musical analysis of one sort, look for particular examples
or intervals, or melodic patterns of some sort. Often, however,
one wants to use a numerical form of the score because one is doing
problems which are essentially numerical in nature. One is com=-
puting intervals in terms of semi-tones, or the like. One is in-
terested in the actual duration of petterns. And so we have a
special representation which is given in numerical tables. You'll
notice that the pitch line is measured in terms of semi-tones above
middle C. For terms of simplicity I have coded rests to be 1,000--
that's out of the audio range and therefore 1,000 can be a conven-
ient symbolic "pitch" whereas 4, 8, 11, 4, 16 are actual pitches
of the five notes in semi-tones above middle C--8 is G sharp.

Then I have included two more lines. The first line repre-
sents the starting time of the notes in terms of a fictitious unit
called the beat. When we have a whole note that represents a time
duration of 1.0, and therefore the first starting time is O, the
next is .25, the G sharp begins one-quarter of a whole note after
the beginning of the piece. The B begins half a whole note, amd
then the two dotted quarters each begin three-quarters of a whole
note from the beginning of the piece. You'll notice that this has
nothing to do witk bar lines. It's Just some measurement of dur-
ation, of starting time.

The nexs line represents duration. The eighth rest has a
duration of one-eighth and if you remember your decimal fractionms,
one-eighth is .125. So we can convert the notes into this pitch
and starting time duration teble, vwhich is sometimes more conven-
jent to work with. Now another representation which the machine
is capable of handling is called the list. You perhaps have heard
of 1P15 information processing, game pleying programs of various
kinds. Now when the computer plays a geme, it's learning a lot of
rendom facts. These facts do not necessarily fall into logical
tables, likewise notes, because of chord structure and because of
the parallelism, and things of this nature don't necessarily fall
into simple tables of information. A single melodic line does,
but you can see that even with chords you can have a non-table
structure and the notion of a list I've given these pieces of in-
formation in circies, is an example of a list structure. Each
circle represents a note or a chord. If it's a chord we represent
it with a dollar sign and we attach to the dollar sign symbols
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representing the notes which form the chord. Now this is a way
of representing the information. It allows one to go directly
from one piece of information to other pieces of information
immediately related to it. It requires a programming language
called a list processor. It is one of the things we should be
aware of, since as we begin to get into problems of data manip-
ulation we will need structures of the complexity of lists. That
is something that's in the future. Thus, that represents musical
staff. :

Now we have the problem of representing sound on the other
hand. How does one go sbout representing a sound in the memory
of a basically digital symbolic machine? Well, ycu have to con-
vert a sound, which basically is an oscillating analog voltage of
some sort, into something that the machine can handle. We know
it can handle symbols. And the idea is you sample the sound at
very minute intervals of time, such as 10,000 times a second, at
the distance of one ten-thousandth of a second. My representation
in Figure 4 is a sample of oscillating voltage and I've drawn ver-
ticel lines at time distances of one ten-thousandth of a second,
and then I've measured the height of the curve at each of these
points, and that's what the table is at the bottom. The unit, I
believe, is something like three-eighths of an inch in one unit,
so that roughly half an inch is one unit. So that the first
curve begins at about =1.5. You'll notice the second point is
sbout half of thet. These represent the lengths of the curve.
They can be in terms of microvolts or some fictitious unit. It
doesn't make any difference what the absolute unit is, but the
fact that the relative units are maintained, the relative lengths
of the lines. This is the way the digital machine can represent
voltages and long tebles of numbers.

Now you can see that these things get very large. A reel
of magnetic tape which could hold nanmes, addresses -and telepnone
numbers for a city the size of Buffalo, for example, can only hold
about ten minutes of music, sampled in these numbers, at a very
fine range. We are using fifty thousand points a second rather
than ten thousand points a second to represent music for reasons
of fidelity. So this represents musical sound.

In Figure 5 you have even another representation. This is
something that Prof. LaRue is interested in. You see one of the
problems with music too is that not only does one want to use
the symbolic information itself, the score, but one wants to be
able to deseribe one's own notes about the music, such as a time
line, in which the symbols represent phrase structure of the be-
ginning of the piece. And you'll notice that underneath the little
lines we could represent measure lines; then LPX comes at the
beginning of the piece. There are four bar lines before Y comes
in and so forth. This can also be translated into a table of
information for the machine to use, in which we would have the
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symbolic information 1PX, 1PY, 2PX, 2PX, etc. as well as its
starting time. Here then would be a table representing ell the
events which the analyst saw fit to describe in the piece of
music, represented first in a symbolic alphabetic code from
punching on cards and gsecond in tables of information as it
would be stored in the memory of the machine for doing manipu-
lation.

Now, how does the information get into the machine? Well
it uses input devices and we would have to augment the input
devices with one thing which is called an analog to digital con-
verter. This is a device which will read an oscillating analog
voltage and convert it into digital numbers. On the other hand,
then we would have output devices which complement the converters.
We would have an esdditional analog converter vhich will take the
wave form as it's represented with the tables and convert the
digits into oscillating voltages which then could be played
tbrough a speaker. So devices exist with which one can either
jnput the musicel score or note one's own information about the
musical score or the actual sounds themselves. This ebout gives
us the computer. It is a device which can manipulate symbols
and these symbols can represent notes, they can represent num-
bers in themselves, they can represent voltages and other essen-
tially physical pictures. It can print, it can draw pictures,
it can display the pictures back on displey tubes, it can read
as one draws pictures on the tubes, it can read these pictures
as well as return pictures to them to the music. It is, on the
other hard, merely an idiot, because all operations which it
performs are formal operations; they are expressed to the machine
in terms of instructions which it is to produce. It has no know-
ledge whatsoever of what it's doing. All of the information
vhich a computer can produce is the result of careful paths which
have been drawn for it by the programmer, who could be any one
of you, the one who is asking the questions.

A question and ansver session followed Professor Logemann's

presentation. One supervisor asked: "Is it possible that with a
perfected symbolic structure, a language, a composer may be able to

sit down and use a system such as that utilized by Lejoren Hiller,

be able to type a symphony into the computer and have it fed out on

the other side and in this manner write many symphonies quickly?"
"Yes, it is possible," replied Logemann, “Por a person to sit dowm

at the keyboard and use either a piano-type keyboard, which would use
buttons wired directly into the mechine, or in a symbolic way of set-

ting. I think you were alluding to a keyboard type of device which
resembles the piano keyboard rather than the typewriter keyboard."
The supervisor replied: "Either. Let's say the composer hears in

his head that which he would like to transmit. He knows structurally

how this can be done at the keyboard so he sits down and completes

it." Logemann replied: "I think the answer is that it could be done,

but I would doubt that it would be terribly useful because there is
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e great deal of planning that must go on before one actually writes
down a symbol on the typewriter, on & printed page when one is compose
ing or doing any writing of any sorte So that what one would want to
do then, one could record the symbols as they are printed, and in fact
it is possible for individuals to sit down at the typewriter keyboard
and work with the machine. What happens then is that while they're
thinking, the computer is working other people's problems, and then
comes back to theirs again. This is not the most etficient way of
doing things, however."

Harold Arberg then asked: "I don't thiak you mentioned timbre.
what about the presence or intensity of overtones that would result?"
Logemann replied: "The idea in this case is that any musical sound
can be reduced to an oscillating curve. That's why we can actually
record it. Because if you look at the sound track of a symphony
under a microscope, you will see the record still has just one oscile-
lating wiggle. It's a very complicated wiggle, but it's one basic
curve. The problem then becomes one of writing a computer program
which can go through the table representing this oscillating signal
end extract from it that part of the sound which is at low frequen-
cies and that which is at high frequencies. This technique 1is called
Fourier analysis and is a relatively standard technique available in
most computing centers. What one then does is simply take a magnetic
recording of this sort, feed it into one of these analog-to-digital i
converters, get the table of numbers, end then use a Fourier analysis
program to give one a chart which tells how much of each frequency :
component is present in a particular segment of sound. Then one
would be sble to note that if there are a lot of high frequencies in
it or something like that, he would be able to talk about timbre in
terms of the overtones, the non-harmonic overtones, or what have you."

(g vagE ey

Computer Aids to Music Educators

Professor LaRue's presentation, “Computer Aids to Music Educa~-
tors," follcws:

In setting up this presentation, I wanted to bring it home to
concrete problems. The big difficulty at the present time in com-
puters is that so much of what's going on is abstract. It doesn't
seem to relate to what we need. As a metter of fact, the termin-
ology and computer science itself are far ahead of what we musicians
are prepared to ask of the computer. We aren't all that well or-
ganized in our own minds about what we want to prove, ask, demon=
strate, or analyze, and so on. I find myself increasingly embar-
rassed by the lag on the musical side compared to the availability
of techniques on the ccmputer side. So I'm actually neglecting
what I ought to do to keep up with computer science, ever so slight-
1y, in order to keep my nose to the rnusical grindstone and work out
the theory on our side so that I will then ask Professor Logemann i
to plug in for me in some way later om. {

R R, ST
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I'd like to begin with some predictions on future equipment.
Now thie isn't as grand as it sounds. I Just want to visualize
how we might be set up even five years from now in a number of
demonstration schools. I think it's entirely possible that we
will have in a school what we call a remote control apparatus of
some sort. Perhaps the first ones we'll see will be typewriters,
special electrical typewriters that will simply have a high fre-
guency connection with a computer nearby. You might say to your-
self, "I don't know any computers nearby."” If you hed a list of
all the computers in the United States, you would be simply amazed;
the number of them is quite surprising. A number of cchool syse-
tems have small computers themselves. They have other data pro-
cessing machines of considerable sophistication that we can use
for various of our own techniques right now. In five years I'm
convinced that we will have many more computers for educational
use in school systems and let me suggest something that I haven't
heard suggested. You probebly know that many banks have camputers.
Now these aren't used a fraction of the time. By a special type
of technology, that in an oversimplified way is called time sharing,
any time that the bank's computer isn't busy posting accouats, mul-
tiplying interest rates and things of that sort, it could be used
for an educational project. In other words, we're sitting in our
school room, a special room where our typewriter terminal could
perfectly well be plugged into the local bank to use any time on
their computer that they aren't using themselves. Now I'm just
suggesting a way around some of the financial problems that you
encounter in computers which are very severe sometimes. But you
can see that it would not be very hard to convince a bank to per-
mit a school to use time on their computer that they're not using.
It would be a marvelous public relations thing for them and ex-
tremely useful to the school. This is Just one way in which com-
puter technology will be available {0 us that we may not suspect.
It's around a lot of corners if you just look for it.

One very important thing is to judge whether a computer will
be helpful. There's so much noise about computers that people
think computers will just do everything. Well they won't and
there's no use wasting a lot of time asking a computer to do things
that they aren't intended to do and that they won't help you do.
I'm convinced there are a good many people doing things with com-
puters and spending more time, effort, and money on them by the
computer methods than other methods would take. I've got a very
idiotically simple rule that I call the rule of three, to deter-
mine whether something is worth plugging into a computer or not.

I test the advantages over hand manipulation, that is, just writing
it out or typing it yourself, by this rule of three. This rule of
three means three or more revisions, filings, printings, ete. If
you have a set of cerds in which most of them are going to be used
more than three times, it will be worth your while to automate them
for many reasons, but it's a good cut-off point. Even with two
usings, from the standpoint of accuracy and so on, it's worth auto-
mating. The other thing, even more important and absolutely in-
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disputable, is if there are three or more correlations between the
data on these cards you cean see right sway that automation will
help you tremendously.

Now we must consider though, in judging this computer business,
the availability-in other words, the nearness and the cost. The
Americea people seem to be willing to go along with the costs of
computers. There seems to be a very wide acceptableness about com-
puters. Congress has voted fantestic amounts of momey for support-
ing the research that has led to computers. I think that there is
a general acceptence in the population. So I personally don't
think that it's blue sky to consider computer technologies as part
of our future. It's coming right et us quite fast.

Now to some brass tacks of computer applications to music edu-
cation. It is rather obvious thet mary of you have & great deel of
edministration to do and you've already discovered this. Also your
schools may be set up in a fairly sophisticated way on data process-
ing, so I'm afraid that there won't be anything very new there. I
Just mention these rapidly in passing: personnel lists and records.
Now in a well run music program in the schools you have the children
from cradle to grave. That is, you're trying to persuade them to
play the tuba from the second grade on. So notice that their data
are used over and over agein. Each school year you make at least
one use of these data. So the moment & child enters the program
and his data card elso goes into the program, thet's the last time
you'll have to figure out how to spell his name, if it gets in
there right one time.

In regard to scheduling, we all know what sutomation end data
processing have done for the insane problems of scheduling. I'm
sure ve've &ll spent time with the miserable cross-hatched sheets
trying to figure péople in French 2, iatin 3, Physical Education 14,
and so on end still find time for a barnd rehearsal. Stetistical
studies become very importent as we more and more have to prove
what we are doingz by tables of statistics. Computers and all auto-
matic machines are marvelous at keeping track of numbers of all
kinds. This is valuable. The part that I value most is the com-
putation of percentages and averages. I used to make pocket money
8s & child by computing the averages for my father's research and
I've always resented percentages and averages ever since. I think
the favorite thing for me about the computer is the ease with which
it does all this type of thing. Inventories of instruments are
made easier. How meny times have we searched around trying to find
out vhat the purchase number of trombone 27 wes? That's the kind
of thing that data processing mechines really retrieve in a marvel-
ous way. How would you do it? You have things set up so you could
Just say trombone 27 question mark, or something like that on your
remote typewriter terminal and get the answer back. That would be
in one of these auxiliery memory areas that was discussed a few
minutes ego. Now let's say this computer in the bank is busy. The
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technology has holding devices that will hold your question until
the bank is free for s fraction of a second, then feed in your
question; it is processed in & fraction of the second that is
available and cames back with your answer. Now maybe that is
twenty minutes after you esked the question, but you don't care
because perhaps you're teaching & class or conducting & rehearsal
during that time. When you come back you find the answer to your
question regarding the purchese price of trombone 27.

The erea of testing and grading is a familiar use for date
processing. I've just put it in for the point of completeness.
Assignments with instanteneous computer comment and/or correction
ig something that we're very much interested in here at New York
University, and we feel it's going to be immensely significant.
I'm going to give you some examples later. Profiling of pragress
in performunce, theory, end music history is another point related
to teaching where the computer can be significent. You know we
mostly rely on our memories to know how John Joues was last year
in his cello lessons as compared to this year. Now suppose we had
a 23-point judgment on John Jones taken three times during last
year in this auxiliary memory area. Wouldn't that be a nice thing
to have printed out on the sheet in front of us as we listen to
John Jones this year? That's a kind of control over how our people
are progressing that these devices meke possible.

Moving on now to research. The analysis of performence in
regard to balence, tempo veriation, and dynemic curve could be
helpful by computer. Lest night I wes listening to a very good
concert in Town Hall with some works of Monteverdi being performed.
And in one of the works the choral numbers just never got off the
ground. They were interjections of chorus in a longer piece. And
I sat there tryinz to fizure out what I would say to the chorus to
make it come elive, to meke it snep. I couldn't figure it out, but
I'd like to take that for a research project. I would like to re-
ccrd a number of defective choral performences and see if I could
in some way analyze them through the computer and see what was wrong.
Just to show what the computer mizht do, here's one chord the choir
might be sinzinz. (See Figure 6.,) The computer might show that the
previous chord had perfect balance and in this next chord the tenors
were thin. Now we hear this kind of thing ourselves all the time
end we say "tenors, sinz that E louder." But there may be more
difficult, subtler points that we won't find so easily, and yet the
computer could draw a full picture showinz these holes, the one on
the next chord showing that the altos were a little bit too low.

Now there are a lot of things there that need study, that will make
extremely exciting research.

In regard to tempo veriation, let's sey you have two perform-
ances on recordings and you like one much better than the other
but don't knuw why. You feed it to the computer and you find that
Robert Shaw speeded up ten metronome points in fifteen bars and
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that's probably the most observable change between these two record-
ings. They're very much alike but you observed this tempo variation
end liked it. Up to this time you hadn't recogized that it was the
tempo variation that you liked. But when the computer progream gets
through operating and shows what is happening in all these various
fecets of the composition, that's the factor that sticks out, and
you're certain that that was what you were seeking. This is the
sort of research thet I see coming up end that I find extremely ex-
citing. Another area is enaslysis of melody, harmony, rhythm, tex-
ture, and form. Well, you cen know if we have the possibility of

a machine looking at all parts of the texture in infinitesimal frac-
tions of the second, that ultimately we can investizate many aspects
of music very precisely.

Now a problem that concerned me was the construction of themstic
catalogues and bibliographies and automatic updating. I spent sev-
eral yeers assembling a catalogue of eigzhteenth uentury symphonies,
the sources of the symphony all over the world, and I've got more
then 10,000 symphonies. What a problem in bibliographical control!
There are 2ll kinds of questions I want to ask about these symphonies.
I cen't remember all of them. I can't even remember the names of
all the composers of them. Now the basic thing I have to do to con-
trol it is to make a thematic catalogue. I've done that by hend.
It's been & terrible problem. I'm about to computerize it. Why?
Because I want to use these hend cards more than three ways and as
soon &8s I've done that it's worth getting them into some kind of
autometic input that I cen look at several ways. Has it occurred
to you that even for your own school chorel library over a five-year
period, if you heve an active group, you may sing emough music so
that you forget the title of a piece for which you could hum the
first bars? Now if your chorel library were indexed by incipits,
the musicael beginnings, you could reconstruct by humming to yourself
what this piece was and ask your computer the title of that piece.
That's the kind of control that's availeble to you. Incidentally,
why not think biz on these things? Think as broadly as you cen. A
lot of you know about the marvelous song index in the New York Public
Iibrary. Some of you may have used it. If you cen't remember what
the neme of a song is, or particularly who composed & song title that
you cen remember, when it was copyrighted, and some of those problems,
the New York Public Librery probably can help you better then any
other place in the world. Now they are thinking about the next step,
nemely putting into the camputer the incipits, that is, the musical
beginning of these tunes, for the song index. What a resource that
will be, if and when they do it.

Computer sound generation and enalysis is another type of re-
search that is concerning us very much at New York University. What
can wve do to make available electronically a series of interesting
sounds that a composer working with computer can utilize that will
satisfy his creative needs? Cen we do that with a computer? I think
we cen. I'm not the only one. It is being done to some extent al-
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ready, not in a fully satisfactory way, but in a way so promising
thet we feel convinced it will work out. A very simple epplication
of computer technigues thet I recommend to all of you is publication
of complex entries by eutomatic typesetting (one proofresding).
There will probably not be anybody in this room who has not et some
time constructed a bibliography. Now if you think back over that
bibliography .I'm sure you will find that you handled the data, that
is, the name of the author and the title of the erticle, more than
three times before you published thet bibliography in eny form at
all, whether it's mimeo, or ditto, or letter press, or offset, or
whatever. You handled these date more than three times. Why not
start out by putting it on a data card right away? Then you have

a perfectly accurate form of it from the beginning that you can
manipulate in many ways.

Now just to illustrate the menipulation that I'm recommending
to you, once you prepare a bibliozraphy with correct authors' names
and titles that can be fed into various types of sequences that
will produce it as letter press on a page of a volume printed out
like any bibliography, it is now technolozically very simpie to
reproduce. Many books are now being produced by automatic type-
setting as you probably know. And for us, this very annoying pro-
blem of bibliosraphy that has to be so carefully prepared, then
carefully read in galley proofs, then carefully read in page proofs,
with mistakes still in them--what a relief it is if we can do it
once rizht and then meke sure that through an automatic chein it
will come out in printed form. I have in press now a smell article
illustrating this technique. It's a thematic catalogue produced
by a technique similar to what Professor Logemann explained to you.
It's an elphanumeric code listing a set of symphony incipits in &
rare eighteenth century catalogue that I discovered. We produced
first a set of cards, then made a computer print-out which is being
photo off-set in Germsny. Now we only did one herd operation, the
original cards. From then on it was automatic end there was no
hard work in it for us end no mistakes. That's the big thing. You
all know how hard it is to get an erticle into print without typos
in it. It's twice as hard if you have foreign titles and accents
and mixtures of letiers or figures end dates and so on. Agzain we
have this value of multiple handlinz of data and of total accuracy
by the automatic data processing.

Now I have three concrete examples to finish up that I've

tried to relate very clearly to things we've all been through in
our own teachinz experience. The first is a chorus tryout. Who
hasn't been throuzh that? The same data cards record name, address,
telephone number, year, voice, ratings for several years, attend-
ance record, and other desired information. Now you say, "well,
I've been using data on that; what can the computer do for me here
that's any advantage?" I'd like to suggest that the computer can
make a rating average. I recall sweating out a five-point choir
rating method. I forget what the five points were now. They were
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such things as pitch, rhythm, blend, sizht reading, and I don't
know what the other one waes--size, maybe. let's say it was size.
Now size 1s not as importent as the other ones. So you went to
weizh it less than the other four things. That is not a simple
arithmetical operation. It's difficult to get that worked out
correctly. For the computer that's & nezligibly simple arithmet-
ical problem. For the computer to average those five points, then
making the fifth one, size, less important, say a third as import-
ant as the others in weight, is no difficulty at all. You get a
single figure representing the average rating of this person all
the way through. I'm sure you've had the experience I have had of
taking these five-point ratings like that--say you've got two nice
little sopranos and one of them you must remove because your choir
can only use 32 voices and thcre's no more room in the bus. And
whom do you decide against? Heving the things come out that you've
overlooked, even one peint only, will help you work it out more
fairly. The camputer will help us on that sort of thing.

A second concrete example is an assignment in basic theory.
Quick correction of theory exercises is an absolutely indispensable
clue to the progress of students. I know that because I've suffer-
ed so much with counterpoint papers that I turned in and didn't get
back until six weeks later. A famous professor, who shall be name-
less, at Princeton University, under whom I've studied, corrected
his counterpoint papers for the entire semester the day before the
grades were due. And I must say he often didn't correct them the
day before the grades were due either. So we sometimes never re-
celved back any exercises that we hed done. Now I think this is
going to be one of the most dramatic comntributions of the computer.
We have this theory exercise. The student reads the assignment on
@ display penel. 1In other words he goes into a booth arranged in
@ room that hes remote connections with it. He types the name of
the course, say Music 23, in the typewriter and immediately on &
display penel will be the assignment for the day. It will tell him
what he 1s supposed to do. Now let's say the instructions indicate
that the student is to type in the chord V7 to 1 in A Major for
four volces. That will be the first assignment, so the student
types this out, using a simple code, &nd these alphenumeric codes
aren't nearly as difficult to learn as learniny how to read on a
normal staff. Just because ve know how to read music, sometimes
we think that reading music is simple. Have you ever tried to
teach foreigners English, for example? I was on Okinawa during the
war and I tried to teach Okinawens who didn't speak English, and
who had never sesn any Western uotation, this notation. Well I
found all kinds of things about the illogzicality of Western nota-
tion that I'd never suspected before at all. I assure you that
vhile you may think it will be hard for your people to learn alpha-
numeric notations to type into the typewriter, they are actually
easier to learn than learning to read our normal five-line steff.
So it's not a problem for them to type in this V7 to 1 chord in
A Major. They type it in end put in one chord a note that doesn't
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exist in that chord. What happens? The computer compares this
with the rizht answer end says on the display canel "mistake in
chord one." If it's & very sophisticated set up, it will even

say which note is the wrong one, but maybe we'll decide this isn't
educationally desiresble. It's better to make them look a little
bit herder at the chord. So "mistake in chord one," and they look
back at what they did and they type in another solution. Then 1t
says "misteke in chord two." Now what's the value here? It's the
fast return of whether you're right or wrong. What happened to

us when we were learning harmony? We got the papers back at the
best the next day, at next best a Monday paper back on Wednesday,
and very often a Monday paper back on the following Monday, or
longer. Well, how much do you remember about the problems of strug-
gling with V7 to 1 late Sunday night of the nine days earlier? What
will the computer do? Immediately the answer comes right back. The
immediacy of that learning process I find the most dramatic possi-
bility in the computer. I'm terribly excited about that.

Now finally, a research problem for you, "New Music for Brass f
Choir in the Past Decade." Let's say somebody has twisted your
arm because you're a brass player end you agree in a very weak ;
moment to make such a bibliography. What is the adventage of the %
computer to you here? It is preparation from the same data cards i
of multiple listings. Now you know how useful it is to have a ;
listing of pleces by instrumentation, by difficulty, by type of : 1
piece--that is, sonata, chorale, symphony, or something like that, ‘
length of piece--how often we need to inow whether it is ten
minutes lonz or 2% minutes long, end so on. Also important are ,
period and/or style so it will fit with other pieces, and then all \ §
kinds of special categories, Christmas music, Easter music, things ;
of that sort. Perhaps the Polish embassador is coming to town and
you'd like to get togzether two or three Polish pieces--a national
category there. Now with one data card we cen make all of these
listings. Imagine what we have to do in the way of shuffling amd
making out new cards if we're trying such a handy list by manual
methods. g

eyt e

Well, I hope this has given you some reasons to see why meny
of us are extremely enthusiastic about the potentialities of com-
puters and we hope you'll agree and join us in finding out as much g
as we can about these potentialities as quickly as we can. } 1

Jan LeRue's presentation was followed by questions from the floor.
New York's Supervisor asked: "Now if we should use the computer in the
bank, end let's say they use it on Monday, Wednesday end Friday, and we
come in on Thursday and put in the number of instruments that we have
and so on on record, what guarantee is there that we won't have that on
our bank account the next day? Not to be facetious, but you say it has
a memory. Can you take that memory away and put it back, or cen you
record it on tape?" Replying, LeRue staeted: "There ere a number of
enswers to that. One thinz I'd like to assure you is that it's going
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to be very hard to meke money there."

George logemann added: '"let me just answer some of the other
things. First, people have anticipated this and hardware auxiliary
memory devices such as disc files, date files, and these magnificent
things that do hold extremely vital data are cross-referenced. It
would be impossible for you to get into it even though your trombone
file and his bank file are in the same device. It would be impossible
for your progrems to reach his data and vice-versa because the hardware
has treps to forbid people to effectively have the numerical key to
the file-~they cannot unlock the file. In answer to another questionm,
you can use maegnetic tapes. That's one reason we use them, because
they can be stored in a rack. They only cost $35 each and instal-
lations have literally thousands of magnetic tape reels around, about
ten for each person that uses the center." LaRue remerked: "while
we're talking about ways of storing material, say you only grade
people twice a year, so you need all of this grade comparison material
twice a year. You can store that on a special memory pack, which, at
the particular time you are going to use it, can be taken to the pro-
cessing center and they will put on this reel where the computer can
call up its contents for that. When you've finished processing this
you can take that pack home with you and then wait until you need it
again and then it will report back all of the grades on a person for
the past three years and things of that order.” The Project Director
asked: "Is there not a textbook due soon which is related to computers
and the humanities?” Replied LaRue: '"Yes, it is being written by
George Logemann and Jack Heller. The working title is 'Computer
Methods in the Humanities.' It will be a general entry into this field
for people looking at it from our point of view and will answer a lot
of these questions. The publisher will be McGraw-Hill."

T ORI 3

Referring to another item which related to computer use in music,
LaRue stated: "On input devices, this alphanumeric code, George Loge-
mann and I did an article which appears in the Summer, 1966 issue of
Notes called 'Electronic Data Processing for Thematic Catalogues,' that
has in it the kinds of codes that your students might possibly use on
a remote typewriter terminal."
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CHAPTER SIX

INTERIM REPORTS ON PROJECTS OF SIGNIFICANCE TO

STATE SUPERVISORS

One of the purroses of a seminar such as this one ostensibly
is to enable the state music supervisors to learn about current
research projects which directly or indirectly may affect the teach-
ing of music in their respective states. A practical way to accom-
plisk this is to receive interim reports from individuals who are
engaged in projects which have received federal support of various
kinds. The revorts discussed in this chapter relate to three dif=-
ferent aspects, One is concerned with a typical Title III ESEA
project which includes music, another to a study which is similar
to Title I of ESEA, and the other to music educaticn in general,

Title III Performins Arts Project for Puget Sound

A S SO\ S

James Sjolund presented a paper based on data provided by
Jack Kukuk, Director of the Title III Performing Arts Projlect for
Puget Sound, Washington. The "mitle III Performing Arts Project
for Puget Sound" follovs:

Before I begin to tell you about the Title JII Performing
Arts Projects in the State of Yashington, I would like to give
you some background jnformation that I have asserbled from
statistice furnished by the USOE, Accomding to their rep-
resentatives, there have been a total of 3,120 proposals sub=
mitted to the Title III office to date with the total amount of
the requests in the neighborhood of $309,000,000. Of these, ° .
1,195 proposals have been funded and the money involved for their .
operation to date is some $90,000,000, Forty=-one percent of ’
these funded proposals have been multi-purpose tvpe, 33 percent
were special service, 9 pvercent involved a single subject area,
and another 9 percent were aimed at administration and personnel.
Six thousand school districts are participating in these pro-
grams and over 1,000,000 students are now receiving benefits
as a result of this Title of the Act. Also involved are about
1,000,000 nonpublic students., The major emphasis in all of
these funded programs, as far as it has been possible to as-
certain, has been on expanded educational opportunities for
boys and girls., The program is not just general aid,but seeks
to bring about creative educational change.

I am sure that all of us are finding out that we have a lot

of the same concerns, Our observations have shown that, for
the most part, musiec eurriculum prograwus in the State of °
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Washington are not developmental in nature or organization,
and that they lack sueccess in overcoming the barriers to
musical understarding, the musical literacy, and that they
have little "holding power." We see that general music
programs in the secondary schools of our state, although
they're required at the seventh grade level according to
state regulations, actually serve only six percent of the
total secondary enrollment. All students simply do not
receive instruction in general nmusic.

You are all aware, I am sure, of the recent well-publicized
report regarding nationwide involvement in the nerforming arts
which indicated that more finaneial help was necessary for
survival of the arts. This report indicated an income gap
of between 20 and 30 million dollars, which will grow to
60 million dollars at the present rate by 1975. It indicated
that out of every one hundred dollars of disposable personal
income, only eleven cents was spent by adult citizans for live
performences in the arts during the vear 1946, and that this
statistic also held for the year of 1963, There was no change,
Attendance at symphony concerts during that period has slipped
slightly and performances for an audience over 18 years of
age represented only four percent of the total population of
the United States,

The findings of this detailed research shov definite rela-
tionships to the way we're finaneing the music programs in our
schools. Percentagewise we are about as short of funds; per-
centagevise we involve just about as many pupils, Out of the
spendable income of our school funds, we have devoted about the
same amount per one hundred dollars for the performing arts.

In the State of Washington we have decided that we're going
to do something about these and we are attempting to restructure
our curriculum to provide programs for early elementary educa=-
tion, which will assist all students to have a working understand=-
ing of the "grammar of music.”

We also have developed these statewide programs to acquaint
students with the literature of music. The focus of these pro-
grams under the Provisions of Title IIT is on this aspect.
Design for programs in the performing arts for the State of
Washington takes into consideration the geographical distribue-
tion of population. We have one megalopolis, vhich you'll get
a chance to visit when vou come out in 1968 to the convention,
that is really the Greater Seattle-Puget Sound area, The Seattle
Center is at the hub of this megalopolis, and it provides really
outstanding facilities for the performing erts. This is a re-
sult of the World's Fair that was there in 1962, It's really a
tremendous resource that we have. Under this program students
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from the five-county area vhich surrounds Seattle are served.
Tt is funded at a high level and it involves some $464,000

a year for three years, so it means $1,200,000 for the
three-year funded period. Incidentally, this three-year
funded period coincides quite well with the structure that
we have for financing at the state level, When this three-
year operstion is complete it will be the end of & biennium
and we will be ready to make some cormitments as far as this
program is concerned on the state and local level.

The rest of the state has smaller urban areas. A state-
wide symphony program has bezn developed to serve as a satel-
lite to this metropolitan center concept that we've developed.
This will provide the gservices of this single orgenization, the
Seattle Symphony, which will go into the various smaller com=-
muinities and schools and provide them with services, This will
be & situation in which there will be smaller centers where
people from arees surrounding will be brought, in much the same
way, but on a smaller secale than the Seattle=cperated project.
Complete services will be provided by this organization as far
es their resources are concerned. These will include regular
symphony performances, chamoer orchestra performances, clinics,
ensemble performances, instrument demonstrations, and things of
this sort. Students will have an opportunity to sit in with the
symphonv and perform as members of & section and in addition have
en opportunity to perform as goloists.,

A highlicht of the project, that we're all looking forward
to is corbined performance of symphony orchestras of Seattle
and Spokane together with some students from the public schools
who will be performing a work which was commissioned under Title
1II. Five thousand dollars was included in the budget for the
commissioning of this work, wvhich is designed to use a community
orchestra, school orchestra personnel, and a professional group.

This is being done by Morton Gould.

A statewide syvmphony is also funded for a three-year period
and it involves about $750,000., Also being planned, in additionm,
is a proposal which will involve some of the other states with
the State of Washington which do not have available the
facilities or the services of a professional symphony erchestra,
When the symphongy is in each of the areas we'll use the group
for community performances at the same time, These are already
scheduled and will be paid-admission performances., The admise-
sions that are charged that exceed expenses will be put into
sustaining funds. We have used Rockefeller funds to establish
sustaining funds in each of these communities that will be
served as a guarantee in case they run short in admissions.

Over this three-year period we would like to see these susbaining
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funde grow so that they can continue to support these cormunity
performances later,

A key to the success of the statewide program in the schools,
I think will be a highly innovative program that has been
developed of in-gservice, pre=-service, and post-service activity
for students and teachers, This material has been prepared by
a creative group of educators vho are probing for ways to
analyze their audience, vays to aim the programs that they
have for maximum attitudinal effect. The group is seeking to
provide stimulation for a continued exploratory type behavior
by students after the programs have left the area, An endeavor
will be nade to evaluate the program and to continue to improve
these ineservice, pre-service, and posteservice materials which
will be developed as this project progresses,

There is another statewide program which we now have re-
ceived word of funding, This will be administered by the King
County Schools and appeers to be interesting. King County is
in this five=county area served by the Seattle-administered
program, King County is serving as the agency vhich will ad-
minister the statewide prosram, :They, however, will have no
students participatinp. They Just happen to be next door totthe
symphony office and very close to the opera otfice and handy as
far as administering the program is concerned. £o King County
is running the program for a state; Seattle is running the pro.

gram for children in the King County schools, This program of
opera, which now has been funded under a $17,000 planning grant,
we expect will operate at about the same level as the svmphony
; program, somewhere in the neirhborhood of $750,000, We have
tentatively set aside funds for the completion of this total
program of the performing arts, Studies will be made by thenm
of the cultural, educational, and physical activities and resources
available throughout the state. A design for a statewide program
in opera will be developed as a result, The cooperation of the
school districts vhich surround each one of these areas is expect-
ed, Ye see no difficultyvy here; it appears that everyone is ine
terested in the program. We haven't had any kickbacks to date.

A principal concern will be to develop material which is suitable
for children who will be having their first exposure to opera,
Enjoyment, appreciation, and understanding of any artistic

event is bared primarily, we think, upon active involvement. In-
' stead of merely telling the story of an opera, playing short ex-
cerpts and discussing the historical background, students will
be introduced to the characters and the basic direction of the
plot, They will respond in many ways, for example, completing an
unfinished plot, possibly an activity like drawing pictures of
some of the characters as they feel they should be shown, decid-
ing about the type of voice or style of singing that this charac=
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ter should use in this opera. In short, they will be responding
to the material in a creative way, depending on their individual
inclinations. In most cases theree vill be three nreparatorv
seseions prior to the time that the opera comes to the school,
one dealing with the creation of the opera, the second with

the aspects involved in production, and the third wvith developing
an understanding of what has to be accepted and imagined in order
to allow the opera reallv to come to life. The operational

phase of the program will also include teacher in-service acti-
vities and these will be scheduled at six central locations
throughout the state.

The choice of work as far as opera is concerned will depend
a great deal upon the facilities that are available, Ve are
pleased with the opera house that we have in Seattle and we
are equally displeased with the other facilities that we have
throughout the state., It's a difficult thing as far as facilities
are concerned. Once in a while, in an old school, there's
a good auditorium, but I'm sure you have a gimilar situation with
one or two good places and that is it, Vhere we do have a large
auditorium and good facilities we'll schedule a full-gcale opera
such as la Boheme, which we did last vear, In smaller auditoriums,
we will do something with a smaller chorus such as :The Barber of
Seville., Where there is no auditorium we plan to use chamber woOrks
such as Stravinskv's Story of a Soldier. These will involve four
gembers of the cast and seven in the orchestra or something of
this sort. This is suitable for a cafetorium type of presentation.
Incidentally, a lot of people call these multi-use, In our office
we call them "multi-useless." I don't knov if you've heard them
termed that or not. The Stravinshv will be rregsented in Seattle
in about a month, on March 1, Now I do not know yvet who is s~oing
to do the scenery, but this is going to be gomething that is pro-
Jected from sketches and we believe that Picasso will do the
sketches., These will be used in the school programs. A name cast
has been lined up to kick this program off as far as national pub-
licity is concerned and we have commitments for national publicity
on the part of major magezines, Stravinsky will conduct the work, b
but I am not in a position to reveal the names of the cast. All
of the opera performances will be in English, since one of the
principal intentions of any dramatic work is communication with
an audience. Communities will have opportunities also for even-
ing performances at popular prices. It wvill be a parallel situa-
tion to the symphony performance. This progran, like the others,
is designed to become gself-sustaining in a three=year period.
We assume that some of this will be assumed by the state on a
matching basis, possibly with the local and county agencies. There
is some involvement, and there has been historically, of the county
school districts in this tvpe of activity. They've sponsored, in
limited amount, some school performances, SO it will be an exten-
sion and building of this program. 'e feel that as far as these
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programs are concerned, the benefit for students is very, very
high and we're starting to sec this already as evaluation is
beginning for the first year of operation in the other program.
The cost per canita is verv low; we're talking about something

in the neighborhood of 31,40 per student. So it's a tremendously
bood buy. To give you a little background on how these were de=
veloped, all of these projects have involved considerable effort
on the part of the local school districts, the county and state
educational agencies, and the communities as well as the
organizations which will be providing the services. An attempt was
made to get all of these people together and to cooperatively
participate in the planning of these performances,

Early meetings showed many areas of need in the school
curriculum, Music wasn't the only one, nor were the rest of
the performing‘arts. The planning also showed sorme good creative
possibilities toward fulfillment of some of the needs that were felt.

The Puget Sound Performing Arts Project, serving a student
population of over LOL,000 pupils, which is in a five-county
area around Seattle, represents over U0 percent of the pupils
in the state, has the following objectives: (1) the utilization
of specially talented persons, including artists and musicians,
to supplement the basic education process; (2) the maximum use
of the unique phvsical facilities which are available in the
Seattle Center complex; (3) the development of new educational
approaches to the humanities, emphasizing the relationship of one
to another; (4) the provision of opportunities for children of
all socio=economic and racial backgrounds to have significant
contacts with professionals in the arts and with one another;

(S5) the provision of exemplary educational programs andcservices

to supplement the regular school progran; (6) the continued
develonment of in-service education programs for teachers,

utilizing the special talents of professionsls and the facilities

of the Arts and Sciences Center; (7) the project is concerned with ° .
three component sections, visual arts, performing arts, and

science.

Early in 1966 word was received that the Performing Arts
component had been funded and on April 1k, 1966, jJust about a
year to the day of the announcement of the Title III programs,
a staff of four persons began to put into operation the program
which was the result of hundreds of hours of planning.

The major initial task was the setting up of a line of
communication between the Title III office, which is separate
from the Seattle office, and the 29 puhlic school districts and
over 140 non-public and private schools which were also involved
in the project. Of equal importance was the finalizing of a
comprehensive schedule of events that would serve all grade
levels and school districts to the greatest extent possible, Now
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this was a tremendous task when you think about it, because

the project was funded on April 1l and a program had to be
finished thet year, By the time June 6 came the bulk of their
activities had been taken care of, Although they did have

some plans for the summer, most of these activities took place -
between April 17, I think, when the first performance was
scheduled. Over $275,000 was spent in these programs from

the time it was funded through that surmer. Most of it was
taken care of by the June 6 date. The project had & planning
grant of $50,000, and because of & good job of planning, request
wvas mede to transfer some of the planning funds over to the
operational grant, which was already going, and another
$30,000 was picked up there for more operations. This money
was used tec continue that in the Fall and the program finished
up around Christmas of 1966, I should say the first year's
operation involved $325,000, which actually was only about

8ix ronths of school,

To give you a breakdown on the types of activities that were
carried on, they consisted of 18 concerts by the Seattle Symphony
before 45,300 students; 27 performances of Repertory Theater
for 25,000 students; 30 performances of Children's Theater, for
25,000 students; 12 performances of Festival Opera, for 11,700
students; 4 full-scale English productions of La Boheme for
11,790 students; more then 200 ensemhle performances in the ¢
schools; 1,000 hours of coaching by professions in the schools.,
This turned out to be kind of the "apple of the eve" as far as
school districts were concerned. I imagine you understand much as
I did that if I am a brass man it certainly helps to get some
professional-=tvpe assistance in the schools., In addition, there
was the Suzuki clinic for about 400 teachers and 90,000 students.
Also 1,800 students received paid admission tickets to attend
evening performances, that is, rerular adqult performances of
these works.

The new Puget Sound proposal, which has Just bheen funded as
of February 1, 1967, will continue these present programs but
will expand into new areas. Although some of these mey be changed
slightly, based on negotiations that have just been completed,
there will be: +two dance projects; professional story-telling as
a vital tool in learning in the kindergarten and first grade, and
an in-service program for teachers and PTA volunteersj dramatic
enserbles in the schools; emphasis on a dramatic approach to
creating an interest in other subject matter areas; and a dramatic
workshop with Repertory Theater for serious drama students. In
music planned again is an opera, probably, The Barber of Sevilles
chamber opera; one-act opera in the schools, presenting the The
Story of the Soldier; and symphonv performances as before., One
thing that worls out well {as far as] this center concept and the
satellite epproach for the rest of the state is that we can
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schedule the same performances using the same materials for
in-gervice, so cost is bYeing shared between the statewide
program and the five-county prozram in remerd to the develop-
ment of in-service materials for both opera and svymphony,
Professional talent in music again will be utilized to serve
as coaches, guest artists, guest conductors, clinicians,

and consultants., Again professional ensembles will perform and
and work with students, In eddition vocal groups will be
edded. Also to be included are some folk music and Jazz
groups. Oscar Peterson has already performed in the schools.,
It's really interesting to hear them ask Oscar Peterson about
Jazz and hear him say "get yourself a good music foundation
before you even start to think about jazz." Planned also are
some seriol’ ‘contemporary musical performances as far as
ensembles are concerned, We have an active avantegarde group
in the area that will be used.

As far as teacher programs are concerned, we have a Kodaly
workshop, which is being co=sponsored bvy my office and the
Title III project. This will be continued in the summer in
a8 one=week session. The way we have this planred is that
there will be 60 people whe will be particivants and will
actually receive the materials. They'll get the charts, the
books, and all the materials developed in this Kodaly approach
from all the publishers we could secure information, In addi-
tion to the 60 people who will get the materials and actively
be involved, there will be observers, numberires about 300
music educators throughout the state. Now the 60 get paid for
participating and if necessary their substitutes are paid
in order to release them to come to these sessions, During
the summer program they will also receive some kind of
honorarium for attendance at the workshop., The importance
we see in this "boom" in the performing arts is that it
starts to approach one of the problems that was shown in
the recent Baumol-Bowen Report regarding the performing arts,
We're going to see, I think, a continuation of these programs,
It isn't going to be a WPA«type of approach where there are
deficiencies resulting from the programs that are dropped.
YWe're going to see to this that these continue., I think we
have a responsibility in this area as music eduecators to provide
an educated audience both in terms of musical literacy and
understanding and in terms of their familiarity with the repertory
and the literature, This is our weakest area on the west coaste=
wve just don't have the repertory you do here.

The "boom" which we are seeing now represents a financial
investment over this three-ye'r period of $5,000,000 in federal,
state, local, private foundation, and every other kind of money
that we can generate. This program seems to show signs of becoming




self«generating. The greater the involvement becomes, the
greater the need for performing arts services. We're seeing
a more favorable artistic climate. This seens to be a factor
as far as attracting business in concerned. I think that
this has been proven statistically in many areas. Results of
a recent survey of businesses planning to relocate indicated .
32 percent expressed a first choice interest in the Pacific =
Northwest. I think one of the reasons is that some of our

companies, including major eircraft companies, use the meterial ]
regarding good schools and good artistic atmosphere in their ;
publicity. Unfortunately, we haven't been able to get them to
participate witk cash in the same relationship. This favorable
artistic climate which has been develcping seems to attract
business and with it the population, and with this increased
population a greater demand for performing arts.

With these quantitative improvements we're also seeing
qualitabive improvements. e have some housewives and longe
shoremen who are having to make big decisions about whether
or not they want to play in the svmphony full=time. The
decisions fortunately seem to be in favor of "longshoring" or
"housewifing" and it creates vacancies and we're sble to
attract some very fine people, Some from New York and Chicago
recently came to the orchestra and wve're seeing in these groups,
both orchestra and opera, a qualitative improvement in the
groups. This is good, I think, for the schools. Now the most
important consideration, hovever, is that the services of these
fine professionals are now being used in education as never
before. They're a resource, really, that we've had sitting right
there all along, Just think of all the things that can be done
with the resources of a good professional symphony orchestra, :
opera company, or repertory theater. Title III has helped open {
up these new possibilities for us, and we hope that it has 1
for you also, .

s .

Musical Ability Utilization

Although this project was instituted before Title I of ESEA was
operative, it no doubt would te funded from that area if it were
being proposed today because its purposes and objectives are skin
1 to those to be found in most Title I projects. Three individuals
z participated in this report. Introducing his colleagues and fellow
investigators was Benjamin Chancy, whouse remarks relative to "Musical
Ability Utilization" follow:

This project was concei-ed by the late Dr, Joseph Loretan

V and a number of teachers and supervisors in the New York City
? School system, particularly those who were connected with junior
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high school programs. All of us, I'm sure, at one time
or another, have said to a superintendent, a principal,
or to someone in the budget department that music is ar
important part of the school curriculum hecause it does
everything that the cardinal principles or the aims of
education tell us they do. It improves the health, the
vocational aspect of the child's development, the leisure
time experience, and so forth., I think all of us at one

time or another have added to these precepts that taking
music helps the child to improve his academic work and his
attitude toward school generally. This is particularly true
with children who are in disadvantaged areas, children who

do not have the parental supervision that most children do.

We are sure that this is common knowledge., A child will

have a much better attitude toward school, toward his academic
subjects, and perhaps excel because of his or her participa~
tion in the music program. So this project was conceived to
prove this point., We hope it does. I may s&y there are
indications that it will certainly prove statistically that
this is so.

The director of the research phase of this progranm is
Mr, Martin Olanoff, and I'm going to ask him to give you his
ideas on the subject, his methods of approach, and some of
the problems that he has faced in working with this project
and also to explain in greater detail what this project is
doing for children.

Mr., Olanoff's corments were:

I'm working with a music project as a researcher. 1 dise
guise my interest in music by saying I can't read a note
beceuse that means I'm not responsible for music content
or anything else like that, !Mr, Chancy reminded me of the
origin of the project and we've gone through many rapids
since that time. Dr., Loretan had an idea that we had & cone
siderable group of pupils who had ebility, they Jjust didn't
demonstrate it in reading or in other intellectual areas in
the school, He said let us find out what we can do with the
non-intellectual, non-academic abilities of these children.

We selected several areas to try, and music in particular

was chosen because the nmusic program in New York has been
fairly well structured and developed. There is a major music
program which has been in existence in the junior high schools,
and I will leave the details of that to Miss Kirschner,

who is in charge of music research and music content for the
project., This was existend, so we thought we would pick for
the project those students who did not read well., Ve selected
those who read on an average of two to three years below
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grade and ordinarily are not given a talent program of musie,
art, or drama, They normally are put into remedial classes.,
The odd thing that has turned up about this is that current
research, including that by Samuel Kirk in Illinois, and seve
eral others, indicates that instead of harping on the weak
points of these children and trying remedial reading techniques
or trying excessively to emphasize the intellectual, which
they have not achieved, we should go to their positive points,
go to the points in which they can achieve success, Then from
this success should develop an acceptance of school and a

much easier acceptance of the academic objectives of education.

We had a year of planning for our project, which is somee
thing which should be included in all projects. Usually, the
projects happen with such emergent emergency that one does not
have the time for planning. We needed the planning in order to
select schools and to devise a test of probable musical performe
ance, or musical potential, The idea was, among this group of
pupils who were not achieving academically, we would select those
who had the best chance of gaining success in a music program,

We were dealing with pupils who didn't read, who didn't like to
take tests, who weren't interested in this aspect of school, and
we found that none of the commercial tests were in any way applie
cable to our situation. We went through all of them and we

found that--we thought the children had very little experience
formally or informally with music--the kind of test in which
they had to use paper and pencil to distinguish between tones
played on the phonograph would not give us a valid picture of
which children had a good chance of success,

The actual objective is to increase achievement in academic
subjects in school by checking on grades, that is, An improvement
in grades, it was felt, could change the attitude of the pupil
towvard school, and in teurn change the pupil's behavior in
school, The means of doing this was putting them into a signifi-
cant program, the major music program, and creating conditions
to make it maximum for achieving success in music. Now all the
fifth grade elementary pupils that were going to enter five
Junior high schools were tested, The five junior high schools
vere selected so that they wounld be representative of the total
special service population of New York City. The special
service schools in New York City, the junior high schools, in
this case, are schools in which the pupils receive & free
lunch, they have difficulty in speaking English and in general
these schools, because of these conditions, are entitled to
special services, smaller clesses, more teachers, more reading
teachers, and so on. And, of course, they represent the
group of students who are the particular learning problems in
our city and represent the growing trend, because in New York,
as in other urban centers, we are getting more and more pupils
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of this kind., It's the lower socio-economic class which is
£i1ling our city schools and will be filling more of them. j

So we picked five schools 'which would be representative
of the whole body and five schools in which there vas a music
room sufficient to take care of this program in addition to
the regular program., We did not want to disturb the func-
tioning of the school. But we did want to add two more
music classes to each school. Of this body of pupils who
were entéring the junior high schools, we tested twelve
hundred pupils in a period of four weeks with an individual : 3
test. From this body we selected in each school approxi=- :
mately 120 pupils. For the 120 pupils in each school we used
a random table of numbers to assign half of them to an
active music program, half of them to a control group.
Theoretically the same conditions existed in the schools, It
was an automatic random choice as to whether a pupil went into
music or nonemusic,

To continue, the pupil is two years behind in reading in
the fifth grade and has little feeling of success in school.
Every time he's called upon to read he stammers and has diffi-
culty. He has more difficulty because he's called on to
read than his ectual ebility and understanding. Many of
these pupils are not verbally intellectually inclined. They
are verbal in their owm way. We found out in terms of music
that they have a considerable acquaintance with music, but how?
"Well my big brother plays the drums." "Yes, I sing in the
church choir," but this is not necessarily formal training.

"Oh we sing at home"==they had this kind of acquaintance, but
not the formal instruction. We wanted the program to give them
a feeling of success in school in an area in whick they were
worth something. For example, as soon as a child is put into
a band and is assigned a saxophone he walke around the school
wearing his neck strap vhether he can play the instrument or
not, but he feels he is in the band. This means he has a
reason to come to school four or five days a week-=to play
music. Thus by random selection, if these pupils do show a
difference in achievement, in attitude, and in behavior, we
can only attribute this difference to their being in a music
program. We don'e know yet whether this will work.

It is generally agreed that the child in the program does
show a more positive attitude toward school, does want to
attend, and frequently will be almost coerced into improving
his grades because by having improved grades he can continue
with the music program., There was a control group which did
not take nusic,
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In regard to project design, the first year was devoted to
working out the experimental plan of desimm, selection of
echools, and development of special aptitude tests. Each
school was elected to fit into the general program, to have an
adequate staff, and allowed a chairman or an acting chairman
to work with the program and to work with it on an experimental
basis, and to give them the extra two classes which were not in
the ordinary program. There is a difficulty in working with
human beings. The psychologist and educator who work with
mice and pigeons have it much easier, because the school system
changed in the middle of our planning and we went to a semi-
intermediate school and had to select four diffexent schools,
Then we ran into something in testing which is fascinating,

We were testing young, preadolescent boys--some of them from
Negro and Puerto Rican subecultural groups. They have to he
men iin & hurry and they would not sing in their own voice.
While testing them--it sometimes took five minutes to bring

e child to his own voice==you might have a toy who is a dead
monotone as an imitation bass baritone and after working with
him you came out with a beautiful contralto voice, But he had
to be convinced that we were with him and we wanted him to sing
naturally. How these are things that the researcher, the
psychologist, often does not take into consideration and this
is one of the principal reasons that the Seashore and the
other tests were not good for our purposes.

In regard to the test itself, it was centered around three
principal areas., We cnded up with eight items in rhythm
imitation, eight in interval matching (again imitation), and
eight of matching melodic fragments. There were practice items
before each one., Another element used in judgment was to have
the child sing a familiar song, taking a song which was familiar
to him and working with him. The children were given help,
but not cocaching. Thev were tested by two musicians--oOne a
music supervisor and the cther a teacher from the Junior high
schools. On the basis of their Judgment, that the over-all
performance of the child was either excellent or gcod, or
questionable, or no good, a decision was made as to whether
the child had potentiality in music, From the twelve hundred
we tested, we chose the 600 that eventually went into the
program. From the 600 we had 120 in each school, so we put 60
into music and 60 into non-music. Since then we have cone
siderably fewer than 120 in each school because we can only use
our original group. They can only be those who were tested at
the same time and had the same chance to be selected., Some
have moved away from the schoocl., Ve will have enough pupils
left at the end of the project for statistical determination but
we are taking data on them currently because we lose them every
month, We have gone through one complete vear of enrollment in
the music program and started the second this last September,
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At present there are about 30 students in each school
receiving musical instruction and 30 to 35 in each school
who are in the control groups. The rioject music teachers
comprise twelve teachers in the five schools although each
school runs its own program, It has had to be adapted to
the practices of the school within the minimum requirement
of assuring our best chance for success,

Mr. Olanoff remarked that lLouise Kirschner was assigned full-
time to the project as music specialist and research consultant in
curriculum methods and guidance, In reporting on some of the speci-
fic musical details of the project Miss Kirschner states:

This program is definitely one to show that through : :
major music, as a first element of success for many f 1
students, we should provide different school attitudes; that % ;
major music is not just a frill, it has a definite academic,
cultural, aesthetic appeal, that through success in it they
will succeed elsewhere. No curriculum is mutually in iso=
lation from anyv other., Nothing is mutually exclusive.
Reading music¢ involves many of the processes involved in
ordinary -reading such as the use of the eve snan, the
recognition of similar objects, and similarity to phonics
in reading. In ny own experience I have found that they do
have a carryover,

]

We have chosen, as far as possible, very able teachers,
some with more experience than others., The teachers prior ]
, to the time I was in the program had slowly come around to 1
| accepting these children, Normally a child vho enters a nusic
é program isn't always chosen because of his great acadenic
ability some place else, But he does evince an interest in
being in a music program and it's generally his parents who
1 sign the paper saving they want him to be there. Whereas
these children were just chosen at random and thrust into
something which was new to them. Therefore the teachers were
meeting with a different type of child and had to accept thenm,
Suddenly, they began to realize that if they changed the
attitude to one of acceptance of this child they were getting
the proper response. That was our first battle won. Now
as I began to go around I realized that these children too
had different needs and yet the needs might be universal.,

In consulting with the teachers I discovered that the method
books being used did not provide these children with enough of
the material they needed, for example, additional bowing
exercises for the violin, or wind exercises which the method
books did not contain. Although some teachers did prepare
their own material, often it was not suitable for others.
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It then became my problem to find something for a particular
teacher and to see whether other teachers could use it, As
a result I did evolve a set of supplementary exercises which
I showed to the other teachers, Those who didn't like the
material didn't hesitate to tell me and also to suggest
ways in wvhich it would be more applicable for these children.
So little by little a bedy of supplementary material is coming
out of this. This material is based upon the fact that a mejor
music program should contain certain things., Mainly, and for
these children, too, is the performance of music and the fact
that for the first time many of these children are heing shown
to the public in a favorable light. They can perform and do
something that those in the bright class can't do., The
performance is, of course, always important. The performance,
as & byproduct, is always involved with what we call discipline,
Even the fact that they must stand and sit correctly, must
follow a teacher, they're looking for guidance to somebodv.
That they are being guided and directed, and that they
work together as a team, is all very important to the children
and their element of success, A child may not be as good as
his neighhor in playing a certain phrase but when he plays
with his neighbor he helps and bolsters.hinm,

The function of teaching music to everybody, not just
special students, is listed in three areas according to Music
in General Education.” These are skills, understanding, and
attitudes., Among the skills are not only those in performing
but also in listening to music; the ability to sing for every=
one, even the violin plaver--I might say especially the violin
player in order to develop a good ear and good intonationj the
ability to express himself on an instrument, to interpret
musical notation and understand the importance of design in
music as well as design in art; the relation of music to
man's historic development; the relation of music to other
areas of endeavor, to the arts, to science, to literaturej;
and the function of music in contemporary society. Contemporary
music is around us all the time, yet some of our teachers react
indifferently to it, I once had souebody say to me, when I
was getting a group of children to create, that that's not
music, These were third and fourth year children who had had
e violin in their hands for about two weeks, but had great
interest in singing and in making up their own little tunes,
and they composed the violin accompaniment, which was practie
cally open strings to go with it. And then they wrote their
own poetry and it suddenly came out, as the children dictated
it to me, that there was a measure of 3/4 followed by a measure
of 2/4, and a measure of 5/4, I scanned it and it was right.

1Ref’er to Bibliography.
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Well, wvho is to say that every measure must be 3/4? Actually
one of the spirits of unrest in contemporary music is that

we have such things, To get the children to feel this is
even more important.

The materials that I've heen developing for the children
are concerned with certain things put forth originally in
the guidelines for this project, namely a feeling of competence,
of the ability to work by themselves, of the ability to make
mistakes and know that we all make mistoakes but know how to
correct them. Taking into consideration their reading level,
I have been writing material which is very simple, that is
to supplement the teacher's own methodology. To explain the
different things s we come to them in music I'm trying to
grade them in a certain order myself, but the material is
so arranged that if the teacher wants to start with "number 3"
instead of "number 1" as I put it, he may, because each unit
is separate, At the end of each bodr of material I put a little
test, which I don't call a test, but a group of questions and
I demonstrate this material in front of one of these classes
and I have them notice at the bveginning "Do as many of these
as you can. Check the ones yvou can't do and then go back
and read the unit again and find the answers," I asked what
we should expect everybody to get on this test and they said
"there's only one passing marl--100 percent!" In other
words ve're encouraging them to read, to do research, to know
that ve don't all remember everything at the beginning, and
to disinvolve them from this business of marks, to make them
realize that with a little more work they don't fail, they
succeed, but they may have to read it twize., 1In eddition, if
the teacher is involved in a certain element which is directly
applicable to the lesson, and if a child is absent there
is material to give to him, 1e don't have this kind, so
that they can learn the background, and they can read it
themselves and develop a musical vocabulary,

I'd like to give you an idee of what some of this
material consists of. We're now instituting what we call
teacher-training sessions on how to apnly this materisl, how
to lock for additional materials, ahd what to ask for. I began
by taking a set of rounds and having them rexographed, They
now have been photostated and every child will have 3 copy of
then. I used rounds because T wanted to start vith very simple
materials and teach everything I wanted them to know--note
values, sight singing, keys, up to and including harmony.
Having done then first for the vocal class we wanted them
for the strings, and then we vill 4o them for winds. Eventually
wvhen they get to the point where we can use more different
kers with the performing group, we'll get it into a key where
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one group can sing it and ancther can accompany it. So they
will become a big verforming group. In the actual written
material there are charts in the book so each child can

have sorething to write on., The piano chart--that's part

of ite-every child must be familiar with this., Ve can't

gather them around the piano so ve use a big chart to show

the notes in reletion to the keyboard. Now I'm working on

a unit in scales even though we haven't got to them yet.

Some of the background is presented in every third unit.

I try to answer some of the questions that were asked me

when I was & classroom teacher, such as "Why do we use letters?"
"here did the G clef come from?" etc. The material is

within the reading ahility of the children with the exception
of new words which are part of the music vocabulary. Most of
the material is in the process of being duplicated for a tryout
but I try to do each unit on a sheet so that every child can
paste it into his notebook. He's getting a textbook. I don't
know exactly vhat this material will end up as, but I do

knov that it's going to be workable,

Following these presentations the floor was open for questions
and discussion. One supervisor asked: "On two or three occasions
you have used the term'major music'or 'minor music.' What do you
mean?" She answered: "In New York City we have & major music
program vhere the children take music as any mejor subject,
technicallv five periods a week, This is different from what we
call the minor or general music program, which is required music."
Another supervisor wanted to know "if you have developed or are
planning to develop an instrument for the measurement of attitudinal
change?" She indicated that the development of instruments of this
type basically was the responsibility of Mr. Olanoff; however,

"we are going to develop together an evaluation instrument of the
music materials." Elaborating on this point Olanoff noted: "We
have developed a teacher rating form of student attitude toward
education and a separate form of student behavior in school, It

is extremely difficult to separate these two but there is a2
difference even though there will be a relationship. Vle are

looking for any change that occurs and at present we have used

a teacher rating form on teacher attitude tovard education,

on pupil behavior in school, and a music teacher rating of music
performance. We also have planned pupil resvonse forms which will
relate to their own attitude toward education, music, and toward
themselves in schocl and intellectual learning. This is in the
planning stage at present, but will be finished and administered
by the end of the spring semester.” Another question concerned
whether any type of "pretest-retest procedure' had been planned.
"The perticular beauty of random selection,” stated Olanoff in reply,
"is that you do not need a pretest., Ve have pretested them on basic
musical ability and we have picked them out of the barrel, so any
results we get on the ones who are in music will be according to
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chance. We are also measuring the grades of the students in three
major subjects, theiir achievements in nationwide and citywide tests,
and we a'e checking on attendance 1lateness and incidents of
misbehavior in school. All of these are factors in the general
complexion oi' what we are trying to achieve." i

In sumnarizing this session, Benjamin Chancy stated: "The
program is a very important one fo: the music teaching profession be- i
cause not only do we hope that we will have favorable results which
will be of great importance to us, but also theve are byproducts
vhich must come through regardless of what the results will be.

Here are a few of them: the testing procedures that are being
evolved, both for selection and evaluation, are going to be

very important instruments that will be made available to all of

us; a special bibliography is being developed and tested which is
especially adapted to underachievers in academic fields; items that
are specially designed to be used with this type of student, such

as music materials; appreciation, and theory mateiials; and teaching
procedures that are adaeptable fo. this kind of enterprise, and they
are different. The attitude of the teacher toward this type of child
is one common area that we constantly speak of today. We ran workshops
trying to develop a suitable attitude toward the disadvantaged child,
the underachiever. We anticipate now a teacher-training progiam to
prepar-e teachers for this type of enterprise. Finally, this is a
threeé%e?r project and the music phase of it will be completed in June
of 1968."

The Juilliard Repertory Project

An outgrowth of the 'Yale Report, " the Juilliard Repertory Project
currently is involving several noted musicians who are preparing
materials to meet one of the crucial needs expressed in that study.

In his introduction of Arnold Fish, Executive Director of the Juilliard
Repertory Project, Harold Arberg stated: ''The materials have been
developed over the past two years for elementary school children. They
were tested last year and the project has been extended for another
year to provide a broader testing base and particularly to provide

for the use, testing, and evaluation by teachers and students of
contemporary music, both vocal and instr-umental selections, which have
in eftect been commissioned by the project. The compose.s have been
interested in writing, many of them foi the first time for elementary
grades, and this is the phase of the project which we're in now."

Arnold Fish then presented several items which were representatiwve
of the project. He used an opaque projector and a record playei to
accompany his comments, which follow:

e "Yale Report" is listed in the Bibliography.
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We have one prime function. This is to find music and we
hope to find good music that eventually will be used in the
schools, Our rrolect is concerned with grades K to 6, and in
fact most of the music that has been selected seems to be
most appropriate at the grade 4 to 6 level, I'd like to tell
you about the mechanics of our procedures, What we have is &
rather unique situstion in that we have the cooperation of
gsome of the great scholars in our country together with our
educators and our school svstems. This is, I think a unique
trial, Some of these scholars are Gustave Reese, medieval
musicy Noah Greenberg, who until his untimely death was
providing us with Renaissance Music, a task vhich has now
been taken over by Dr. Reese; Claude Palisca of Yale, specialist
in Baroque Musicj Paul Henry Lang has provided us music from
the Classical Period; Alfred Wallerstein, the Romantic Periodj
and various contributors have been working in the contemporary
area--Peter Mennin, Norman Dello Joio, Vittorio Giennini., Many
corposers are at work now writing some music for use. Some
have already submitted materials, others have promised to have
them in the near future, and others characteristically say that
they are working, but I know composers better then to take that
kind of remark seriously., One more area that's covered is folk
music and Nicholas England from Columbia is in charge of that.

Mechanically what happens is that these people with their
essociates are finding music that they think is not only good
quality and in good taste but is also practicael for use in
the K to 6 area. Now I think it is unique to get Henry Lang,
to get Gustave Reese, to concern themselves with researching
the entire area with vhich each is concerned, finding music
which is good, and at the same time useful and practical,

This has always been a top concern of ours. We hope not to get
involved in some scheme vwhereby pretty music is provided dut

at the same time just doesn't work at the public school level.
So we have our safeguards, our checks and balances. One is
that all music selected is sent through a board of review.

This board ccnsists of some well knovm educators, wno are
familiar to vou, nemely Louis Wersen, Allen Britton, and Sally
Monsour. They have been most helpful weeding out material which
they think just will not work for various reasons. One of the
obvious ones is that there have been some marvelous Renaissance
drinking songs which we were told just could not be done; also
the simple and practical remarks about such things as range

of voices, what instruments will be available in a school
system, etc. This is the kind of practical advice that we
needed.

A third aspect of this project is that after the music

has gone through these two phases, it is then sent to the schools
themselves. There are seven widely scattered school districts
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in the United States where the music ‘is sent and tested
in practical classroom situations., They are: Vinfield, Kansasj
Amarillo, Texas; Boulder, Colorado; Elkhart, Indianaj; Ann
Arbor, Michipan; Philadelphia, Pennsylvania; and New York, New
York. We are also in the process of negotiating with

possibly testing a few of the works in parochial schools

to see whether there is some practical use there. The first
remark that came when I spoke to someone about this possibility
was "What makes parochial schools different from publie
schools? Uhy shouldn't we use and respond to the same material
in the same way?"

We have collected well over a thousand works. Of these
original thousand, many have now been weeded out. Some of them
have been considered too difficult, and we've put them aside
for possible consideration at the junior or senior high school
level. We have music ‘'of all sorts: music for ' the classroom
consisting of unison songs, two=-part songs, songs with piano,
songs with rhythm instruments, songs with some obbligato
instrument of one kind or another. We have an instrumental program
containing music for beginning orchestra, music for stringed
ensemble, and we have works for smaller ensembles like.the
beginning string quartet, duets for clarinets or trumpets, or
what have you, Our attempt has been to make this materiel as
practical as possible,

In regard to the works we've selected, some are still
being tested., In other words we will receive reports from the
individual school systems which may say such things as: "This
piece the children didn't like," "The subject matter was dull,"
"The music was not terribly interesting," 'The piano part was too
difficult," etc. We're prepared and expect that that will be
a reaction to a certain work. On the other hand the students
might have reacted quite enthusiastically to still another
piece,

What is the future of the material once it is collected?
We will be soon through with the collection and the testing will
go on probably through to the early part of the next school year.
A report will be submitted in Decembver of 1967, and theresfter,
we hope, a series of publications will be available at nominal
costs, which will be the fruit of our work in order that this
material may be aveilable in large quantity throughout the United
States, We do not think, nor can anyone pretend to assume,
that we have the last word on the subject, We hope this acts
as a guide and will stimulate the publishers of music to re=-
consider the kind of material that they feel can go into the
putlications. Another fond hope is that this will act as a kind
of pilot project and a proof of the possitility of fine music
being done at the very earliest age possible.
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I recall in Amarillo hearing the children sing one of the
examples of Gregorian chant we had selected. It was interesting
vhen the teacher asked the students what the key was a number
of them states that although it looked like it might be C Major
it certainly didn't sound like it, and possibly it then was
e mode. That idea was developed with some remarks by the
teacher on what modes were and how they worked. Response of
children to this kind of work is at first one of surprise, in
wvhich they don't quite know what to do with it, except those
children vho have actually sung the material in church, After
that their response, as a whole, is like their response to
music generally.

The question of choosing the text is a ticklish che,
especially when you're dealing with religious material, Dr,
Reese has heen very careful in his translations of these works
so that in some of these chants the word "creator" comes
through without specific reference, like a non-denominational’
work, and as such is more practical, We admit that here and
there slme works could not and should not be translated and
as a result will be more limited in scope., For each of these
more unusual pieces there is also a guide for the teacher,
describing the piece, helping them to understand more fully
what the piece is about. We also have a guide to pronunciee-
tion of Ilatin,

In the examples of estampnies, the melody of these medieval
pieces can be playved on the piano or on any instruments present,
or sung with neutral syllables, The rhythm part of these works
is what Dr. Reese likes to refer to as a reconstruction and not
an arrangement., It is based on the best knowledge we have on
the kind of rhythmic material that might be used to accompany
a melodic line of that kind., Parts for each instrumentalist
end a score for the teacher are provided.

For an intrada we have tried to make it as practical as
possible so the top line is marked to be played by violin, flute,
clarinet (transposed, of course), and oboe, should there be
an oboe there., The point is you use what you have, One thing
that I have not emphasized, and this is a good time to bring it
up, is that we're no arranging pieces, We take the piece sas
written by the composer and take the liberty the composer himself
gives us, namely that any instrument can play the top line, etc.

Another aspect of the program is, wherever possible, to
deel with music that's not readily available, If some of the
pieces are found in the general school music books, then our
tendency is not to include them in the project hecause once more




we're trying to demonstrate that there's a great deal more
material than the same pieces that have been appearing over °
and over again.

We're not trying to grade these items at all, but most of
the works we've collected seem to be at the fourth, fifth, and
gsixth grade level and there appears to be, after much, much
research, very little material which can be used in the kinder=
garten and first grade.

Daniel Pinkham is one of some 65 or TS5 contemporary
composers who have been invited to participate in the project.
Many have accepted with great enthusiasm, We also have invited
young Composcrs, perticularly those who have participated } ; “
in some of the Ford high school projects, because thev've had :
kind of a first hand experience with this.

Following Mr., Fish's presentation some questions were asked. 3
He was requested to explain nis statement that this material is for
grades four through six, "which leaves quite a gap. Did you not find
any material that was usable for the kindergarten, let's say?" Fish
replied: "I would say that we found verv little material to use.
As a research project I was purely dependent on the material that was
gsent into my office. And after sending it out to the schools it
seemed that most of the material ended up in the fourth through
sixth grade level., Ve had hoped, of course, for much more material
covering other levels, but it seens to be turning out this way." It
was observed that: "This is one of the most troublesome problem
areas faced by the teachers in the field, I think there will be
some disappointment if nothing is made available to them,"




CHAPTER SEVEN

RESTARCH AND THE U, S. OFFICE OF EDUCATION

Informal remarks overheard by the Project Director indicated
that many of the state supervisors of music felt that being kept
current on the most recent developments in the U, S. Office of
Education, especially in regard to research, was one:of the most
valuable phases of the Seminar for them., In plenning the Seminar
program this was anticipated; thus Harold W. Arberg, Music
Specialist, Arts and Humanities Brench, U, S. Office of Education,
consented to bring this kind of information to Seminar participants.

Dr, Arberg begen his comments bty stating "This will not be a :
formal talk as such., I did, however, bring along several items to :
bring vou up=to-date on some of the latest publications from the :
U. S. Office," He then proceeded to explain the various steps in “
reorganization which have made it easier to serve the state supers
visors and others batter., His remarks follow:

When visibility was first given to the arts in the
U. S. Office of Education=-and at the time it was called
the Cultural Affairs Branch we were set up in the Bureau of
Educational Research and Development as it was then called,
primarily because this was where the funds were being made
available, and before the Office had been reorganized. Then
we were under the Bureau of Research, Division of Laboratories
and Research Development=-Arts and Humaenities Branch. It soon :
became apparent that if we were going to function in an 1
advisory capacity officewide, we could not function solely as
a branch under this division within the Bureau of Research,
So those of us in the Arts and Humanities really wear two hats
in that we have a line responsibility and a staff responsibility.
We have become what is called the Arts and Humanities Program
now, within the Office of Education., Ve are no longer a part
of the Division of lLaboratories and Research Development,
but we report directly to the Bureau of Research, but serve in ?
our line capacity as administrators of the research programs ?
wvhich fall under the Bureau of Research. ?

The staff responsibility came ahout as a-result of the
Commissioner's directive and decision that the staff of the Arts
and Humenities Program within the Bureau of Research will also
function as advisers, coordinators if you will, for arts and
humanities activities throughout the Office. This is not a very
easy job, especially with the size staff vhich we have., It's under o
this function that we became involved with Title III projects which 1
are administered in the Bureau of Elementary and Secondary Educacion.
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Under the Division of Educational Personnel Training,
under the Bureau of Elementary and Secondary Education, is
an Arts and Humanities Branch. This is the branch vhich is
administering the Arts and Humanities Institutes which are
authorized under Section 13 of the National Foundation of the
Arts and Humanities Act, There were eleven last year and there
will be approximately the same number this year. The Division
of Plant and Supplementary Centers, more parti<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>